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PREFACE. 



The object of this little book is to explain the prin- 
ciples upon which harmony of colour in painting 
depends, and to indicate the readiest and surest way 
of attaining it. It will be seen that the sight of 
colours is not so simple an affair as is usually sup- 
posed, because the eye, while viewing a coloured 
object, passes through certain successive stages which 
are due to the physiological fact that the eye is con- 
structed for seeing white light. These stages or 
conditions give rise to the various kinds of contrast 
here explained. 

Without a knowledge of these phenomena^ it is 
impossible for the painter to imitate his model cor- 
rectly, except at the expense of much unnecessary 
time and labour; with this knowledge, he can anti- 
cipate all the influences at work which cause coloured 
objects to appear to him different from what they 
really are. 

Numerous works on colour and colouring are ex- 
tant ; but they treat only of material colours. It is 
only within a few years that the subject of contrast of 
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colours, in its optical relations, has been investigated, 
and we are now in possession of certain principles, 
having all the precision and certainty of laws, which 
guide the painter in the art of colouring as surely as 
the laws of optics guide him in the art of perspective. 

This fortunate result for the painter is due to the 
laborious investigations of the celebrated chemist, 
M. Chevreul, who has detailed his numerous experi- 
ments in an octavo volume of 450 pages.* To this 
interesting volume we must refer the reader who 
desires to learn the mode by which the results set forth 
were arrived at — contenting ourselves with remarking, 
that these researches were conducted on a truly 
scientific method, and the results do not admit of 
question or dispute ; for the author takes nothing for 
granted ; everything is submitted to observation, and 
verified by experiment : these experiments can be 
repeated by any one desirous of entire conviction. 

The law of simultaneous contrast is based upon the 
following remarkable fact : — 

That, whenever we view a colour placed beside 
another colour, it not only appears changed, but 
changes the other colour, so that both appear dif- 
ferent from what they really are. 

* " The Principles of Harmony and Contrast of Colours, and 
their Application to the Arts," from the French of E. Chevreul. 
Longmans and Co. London, 1854. 
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It is not meant that the natural appearance of the 
coloured materials is altered ; but, that owing to the 
eye being constructed for seeing white light, it passes 
through certain successive stages, which cause the 
colours looked at to appear changed. From this fact 
the painter learns, that to imitate his model faithfully 
he must copy it differently from what it appears to 
him. 

At first sight, it/ may appear that this phenomenon 
would give rise to great difficulty and uncertainty in 
attempting to imitate coloured objects. So doubtless 
it would, were not the law which governs the 
phenomena of contrast thoroughly investigated and 
understood. It is by the knowledge of this law, that 
aU doubt, difficulty, and uncertainty are removed from 
him who studies it ; the only precaution necessary is 
to avoid hasty conclusions. The law must be studied 
in all its bearings before it can be safely applied, but 
this study is neither long nor difficult. 

It may be said, that all our good pictures have been 
painted by artists who were ignorant of the law of 
contrast ; but it must be admitted that these success- 
ful results have only been arrived at after numerous 
failures, for every picture painted in ignorance of the 
law must in some measure be an experiment ; and 
the artist attains the desired harmony by the aid of 
"an eye for colour," without knowing how. 



THE 

PRINCIPLES OF COLOURING 



PAINTING. 



DEFINITION OF THE WORDS TONE, 
SCALE, HUE. 

In order to give precision and clearness to what 
follows, it is necessary to define certain terms em- 
ployed while speaking of colours ; for, usually, they 
are not so well defined but that when one is used we 
are not sure another is not meant. 

Among those to which the greatest ambiguity is 
attached are the words tints, shades, and hues of 
colours ; so indiscriminate and loose in their applica- 
tion, that we are generally left in doubt as to the kind 
of modification they are intended to indicate. Yet 
these modifications may be comprised under two 
kinds. One, in which a given colour is modified by 
the addition of a small quantity of another colour 
[hues^ ; the other where a normal colour is modified 
by the addition of white or black (tints and shades). 

Now these words should never be applied indif- 
ferently : therefore in this book — 

The word Tones of a colour will be exclusively 
employed to designate the different modifications 
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which that colour, taken in its normal state, or at its 
maximum intensity, is capable of receiving from the 
addition of white, which weakens or reduces its tone, 
and black, which deepens it. 

Therefore, the word tone will be substituted both 
for tint and shade. 

The word Scale is applied to the collection of 
tones thus modified. The pure colour is the normal 
tone of the scale, if this normal tone does not belong 
to a broken or reduced scale, i.e., to a scale all the 
tones of which are reduced with black. 

The word HuES will be exclusively applied to the 
modifications which a colour receives by the addition 
of a small quantity of another colour ; for instance, 
where blue is modified by red or yellow, added in 
such small quantities that the blue, still Ijeing blue, 
yet differs from what it was before the addition of red 
or yellow, in being violet or green. 

We say, the tones of the blue scale, the tones of 
the red scale, the tones of the yellow scale, the tones 
of the violet scale, the tones of the green scale, the 
tones of the orange scale. 

We say hues of blue to designate all the scales the 
colour of which, still remaining blue, yet differs from 
pure blue ; for each hue will comprehend in itself the 
tones which constitute a scale more or less allied to 
the blue scale. 

In the same sense we say, hues of yellow, hues of 
red, hues of green, hues of orange. 

Colours are distinguished by artists, as pure, 
broken, reduced, grey, or dull, &c. 

The Pure colours comprehend those which are 
called simple or primary — red, yellow, and blue, and 
those which result from their binary compounds, 
secondaries — orange, violet, green, and their hues. 



COLOUR. II 

The broken colours comprehend the pure colours 
mixed with black, from the highest to the deepest tone. 

It is admitted that the mixture of the three primary 
colours in certain proportions produces black, from 
which it becomes evident, that whenever we mix these 
three colours in such proportions that two of them 
predominate, black will result, arising from the mix- 
ture of the whole of that colour which is in small 
quantity, with suitable proportions of the two pre- 
dominant colours. 

Thus, if a small proportion of blue is added to red 
and yellow, a little black is produced which goes to 
reduce or break the orange. 



COLOUR. 

The source of colour is light, which is either natural 
or artificial. Natural light, derived from the sun, is 
termed white or solar light. Artificial light is obtained 
from burning bodies, &c., and is generally coloured. 

Light is either direct or diffused : — direct when the 
sun's rays fall upon any object ; diffused when 
ordinary daylight illumines objects with white light, 
causing them to appear of their peculiar colours. 

Diffused daylight, however, is not always white, but 
is subject to certain modifications arising from peculiar 
states of the atmosphere, the presence or absence of 
clouds, &c., the golden hues of sunset contrast greatly 
with the blue-grey of the morning. 

Colour is presented to us independently of material 
substances, only in the image of the prismatic spec- 
trum ; the blue, red, green, &c., of which are the 
types of pure colours. 
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SEPARATION OF WHITE LIGHT INTO 
COLOURED LIGHT.* 

When a ray of solar light (a sunbeam) is passed 
through a prism of flint glass, and the image qx pris- 
matic spectrum received upon a screen of white paper, 
it is found to consist of numerous rays of different 
colours, which are conveniently divided into six groups, 
viz. :■ red, orange, yellow, green, blue, violet. The 
limits of each colour are not strongly defined in this 
spectrum, for they run into or blend with each other, 
forming various hues. Thus, there is a space where 
the red appears pure red, whence it gradually runs 
into orange^ by first mixing with the extreme portion, 
and afterwards with increasing portions of the yellow 
rays. Then we arrive at a space of pure yellow. 
Further on this yellow becomes greenish, by blending 
with the extreme blue rays, which go on increasing 
until we arrive at pure green, which gradually becomes 
bluer and bluer until we arrive at pure blue. Beyond 
the blue we again approach red, by which are pro- 
duced various hues of violet, termed lavender, purple, 
or ^ndigo, according as the blue or red predominates. 

Of these six colours, three are termed primaries, 
because they are the source whence all other colours 
are derived by mixture. 

Thus, blue mixed with yellow produces green ; 
mixed with red it yields violet ; red mixed with yellow 
produces orange. These mixtures of the primaries 
in pairs are termed secondaries. 

The following table exhibits the primaries and the 
secondaries with their hues, resulting from mixtures 
of the primaries in various proportions, but in pairs. 

* The artist should provide himself with a prism of flint-glass 
nrtounted on a stand for experiments, also with pieces of coloured 
glass. 
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Pure Colours 

and 

their Hues. 



I. 
Primary 
or Pure 
Colours. 


'- 


R. Y. B. 
4. 0. 0. Red. 
0. 4. 0. Yellow. 
0. 0. 4. Blue. 


2. 
Secondaries 
composed of 
equal parts. 


■ 


2. 2. 0. Orange 
0. 2. 2. Green. 
2. 0. 2. Violet 



Secondary Hues. 



3. o. 1. 

3. I. o. 

I. 3. o. 

o. 3. I. 

0. T. 3. 

1. o. 3. 



Violet Red. 
Red Orange. 
Orange Yellow. 
Yellow Green. 
Green Blue,. 
Blue Violet. 



I. I. I. Normal Grey. 



Compounds of the three Primary 
Colours yield Greys and Black 

A normal colour is that colour in its integrity, 
unmixed with white, black, or any other colour. 

The modifications a primary colour can receive 
from mixture with another primary, or with its com- 
plementary, or with white, black, and grey, are as 
follows : — 

Suppose the colour to be normal red : 

1. Blue, we produce Violet and its hues. 

2. Yellow, we produce Green and its hues. 1 
By adding 3. White, various light tones of Red. 

to the k 4. Black, various dark tones of Red. 
Normal Red, 5. Grey, various broken tones — Red-Greys or 
Browns. 
^ 6. Green Grey. 

If the colour is blue : 



By adding to 

the Normal 

Blue, 



1. Red, we produce Violet and its hues. 

2. Yellow, we produce Green and its hues. 

3. White, various light tones of Blue. 

4. Black, various dark tones of Blue. 

5. Grey, various broken tones — Blue-Greys. 

6. Orange, Grey. 



Normal grey is black mixed with white in various 
proportions, producing numerous tones of pure grey. 
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Greys also result from the mixture of all three primaries 
in various proportions, producing coloured greys. 



COMPLEMENTARY COLOURS. 

Theoretically, the union of red, yellow, and blue, 
in proper proportions, constitutes white light. It is 
immaterial whether we mix the rays of the three 
separate colours, or of one with the other two in 
combination ; if we mix red with green, the same 
result ensues as if we mixed with red blue and yellow ; 
because green is composed of blue and yellow ; from 
this we learn, that any primary mixed with a secon- 
dary composed of the other two primaries, forms the 
complement of rays necessary to constitute or make 
up white light, and vice versa. 

The colour required with another colour to form white 
light is called the complementary of that colour ; thus : 

Green is the complementary of red, and vice versa. 
Blue is the complementary of orange, and vice versa. 
Yellow is the complementary of violet, and vice versa, 
because blue and orange, red and green, and yellow 
and violet, each make up the full complement of rays 
riecessary to form white light. 

The following is a very pleasing mode of observing 
complementary colours : 

Place a sheet of white paper on a table opposite 
to one of two windows admitting diffused daylight 
into a room ; take a piece of coloured glass or gela- 
tine, and place it so that the coloured light trans- 
mitted through it falls over the surface of the paper ; 
then place an opaque object on the paper close to 
the coloured glass; its shadow will not appear black 
or of the colour of the glass, as might be supposed, 
but of its complementary colour ; thus, if the glass is 
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red, the colour of the shadow will be green, although 
the whole of the paper surrounding it appears red ; 
if the glass is blue, the shadow will appear orange ; 
if it is green, the shadow will appear red, and so 
with other colours. 

It is absolutely necessary for the success of this 
experiment, that the paper be also illuminated with 
the white light admitted from the other window. 



MIXTURE OF COLOURS. 

The very great difference between the results 
arising from the mixture of the pure coloured rays 
of the spectrum, and those from material colours or 
pigments, must be taken into consideration. 

When, by means of a convex lens, we reunite the 
coloured- rays of the spectrum, white light is repro- 
duced ; but when we rnix coloured materials, which 
we call blue, yellow, and red, the compound is never 
white, but grey or black, even if we take these 
coloured pigments in the exact proportions in which 
their colours exist in the spectrum. Our purest blue 
(ultramarine) reflects red as well as blue rays. Gam- 
boge, our purest yellow, reflects blue as well as yellow 
rays ; and carmine reflects yellow as well as red rays. 

Now it must be remarked, that whenever the third 
primary colour is present in any mixture of coloured 
materials, it tends to form grey by mixing with a 
sufficient quantity of the other coloured rays to 
neutralize it, and the presence of this grey breaks, 
or tarnishes the pure colour. 

The skill of the artists' colourman is chiefly directed 
to the preparation of pigments of pure colours ; 
many pigments are found in nature, or prepared by 
artificial means, of much greater purity than can be 
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attained by mixing pigments representing the pri- 
mary colours ; thus, the impurity inherent in such 
coloured materials becomes of little or no consequence 
to the artist, as these natural or artificial pigments 
will generally supply hirii with the pure tint required. 

One point, however, must be dwelt upon for a 
moment, as a hint in mixing pigments. 

Suppose we wish to obtain a pure green (which 
consists of blue and yellow only), it is evident that 
it will be better to take a blue tinged with yellow, 
rather than with ^ed, and a yellow tinged with blue, 
to form the mixture. If we took either a blue or a 
yellow, tinged with red, this latter colour would go 
to form some grey in the compound, which would 
tarnish the green. In like manner, when we seek to 
form orange, we must take care that neither the red 
nor the yellow contains blue ; so also with violet the 
blue and the red must contain no yellow. 



COLOURS OF BODIES. 
In the present stage of our knowledge, it is diffi- 
cult to offer a satisfactory explanation of the cause 
of the peculiar colours of different substances ; that 
is, why grass is green, or copper red, or silver white ; 
it is usual to account for them by saying that all bodies 
absorb certain colours and reflect others ; the colour 
absorbed being ^ always complementary to that 
reflected. Thus, if a body is green, it is said to 
absorb the red rays, and reflect blue and yellow, and 
so with the others. 

a, ^Reflected red. yellow. blue. 

g J Absorbed Blue and Yellow. Red and Blue. Yellow and Red. 
o Reflected green. violet. orange. 

U (-Absorbed Red. Yellow. Blue. 
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Besides the coloured rays, every substance reflects 
white light, more or less irregularly, according to the 
form of the body and the amount of its gloss or polish. 

An unpolished white body reflects all the rays, 
while a black body absorbs them; yet, as it also 
reflects a small quantity of white light, it is rendered 
visible. 



CONTRASTS OF COLOURS. 

There are three kinds of contrasts of colours which 
are called into action by the sight of coloured bodies ; 
viz., the simultaneous, the successive, and the mixed. 

In simultaneous contrast are included all the 
phenomena of modification which differently coloured 
objects appear to undergo in their colours, and in the 
height of their tone^ when viewed simultaneously. 

In successive contrast are included all the pheno- 
mena observable when the eyes, having looked at one 
or more coloured objects for a time, perceive, upon 
turning them away, images of these objects, having 
the colour complementary to that which is peculiar to 
each. 

The mixed contrast results when the eyes, having 
seen for a certain time a given colour, acquire an 
aptitude to see, for another period, the complementary 
of that colour^ as well as a new colour which may be 
presented to them by another object. The colour 
the eyes then perceive is the colour of this new object 
added to the complementary of the first. 

The phenomena of contrast depend on the physio- 
logical fact of the eye being constructed for seeing 
white 'light ; consequently, when a strong coloured 
light is presented to it, the organ immediately begins 
to call up another colour, which with the first contains 
the coloured elements of which white light is com- 

C 
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posed ; this second colour is always the complemen- 
tary of that first seen. 

Suppose the eye sees red — it is immediately 
excited to see green, and actually calls it up, even 
when none is present, as may be proved by directing 
the eye upon a sheet of paper, after having looked for 
some seconds upon a bright red flower. A isxn\.green 
image of this red flower will appear on the plain white 
paper : this is an exam{5le of successive contrast. Now 
it is evident that if we continued looking at this 
red object, the green called up by the eye would be 
added to the red, and consequently tarnish it by 
forming grey, through the addition of a faint green to 
the red colour of the object; and this holds true of 
every colour looked at, and constitutes the phenome- 
non of mixed contrast. But suppose this red object is 
contiguous to another object of a different colour — 
say yellow, what ensues ? 

Why, the eye looking for a time at red, begins to 
see green ; if it then looks at yellow the green colour 
called up by the eye is added to the yellow, making 
it appear greenish : if the eye looks first at the yellow, 
and then at the red, the complementary of the yellow, 
which is violet, is added to the red, tinging it blue ; 
or what amounts to the same thing, the deficient 
primary blue is called up and added to both colours. 

This is an example of simultaneous contrast, which 
includes successive contrast and mixed contrast. 

Now, if a painter is working at a bright red 
drapery, it is evident that the eye becoming fatigued 
by looking too long upon this colour, the artist will 
try in vain to attain the degree of purity he aims at, 
unless he restores the eye to the normal state by 
looking at green. 

It constantly happens that a painter will labour all 
day upon a representation of his model, and quit his 
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task dissatisfied and dispirited ; but returning to his 
easel with the eye fresh and vigorous, will be agree- 
ably surprised at the purity and freshness of the 
tints, which appeared dull and tarnished when he left 
them. 



CONTRAST OF TONE. 

We must not omit, however, to take into con- 
sideration contrast of tone as well as contrast of 
colour, as it plays a very important part in the sight 
of colours. 

Contrast of tone (or intensity) may be made evi- 
dent in the following manner : — 

Take a piece of cardboard of 2^ inches square, and 
mark upon it ten divisions of a quarter of an inch in 
width ; cover the whole with an even wash of Indian 
ink ; when this is dry, cover with another wash all the 
divisions except the first ; when this is dry, repeat 
the wash upon all the divisions except the first and 
second, and so on until the ten divisions are covered 
with tones increasing in intensity from the first to 
the tenth. 

On now looking at the card, we perceive, that 
instead of its exhibiting flat tints, each division 
appears of a tone gradually shaded from the line of 
contact; the result of which is, that the divisions 
viewed from a suitable distance will resemble chan- 
nelled grooves rather than flat surfaces, thus pre- 
senting the appearance of a fluted column ; with this 
difference, however, that in a real channel, the lighted 
part would throw a reflection on the darker part. 

The effect of contrast of tone is to make the light 
parts lighter, and the dark parts darker, of two bodies 
in contiguity ; and this contrast of tone is observable 
in coloured bodies as well as in grey. 
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When two coloured objects are in juxtaposition, if 
there is an inequality in intensity or tone, this differ- 
ence is enhanced, making the colours of the objects 
to differ as much as possible from each other. 

This phenomenon gives rise to very important 
consequences in painting in fiat tints, as will be 
shown hereafter. 

The greater the difference between each colour 
and the complementary added to it (other things being 
equal), the more striking will be the modification of 
the juxtaposed colours ; if the colours are comple- 
mentary, they purify each other, and become more 
varied. 

Therefore, the painter has the power of changing 
the qualities of pigments by simple juxtaposition. He 
can either enhance the value of both^ or sacrifice one 
and exalt the other ; and in cases vvhere a pleasing 
ensemble is not presented by his model, he can adapt 
the colours he is at liberty to choose to those which 
are inherent in the model, so as to arrive at a satis- 
factory and harmonious effect. 



COLOURS ASSOCIATED WITH WHITE. 

Having examined the effects produced by the 
juxtaposition of coloured bodies with each other, we 
have next to consider the influence of the contiguity 
of white upon coloured objects. 

The effect of placing white near a coloured body, 
is to strengthen and heighten that colour, while the 
complementary called up by the sight of the colour is 
added to the white and tinges it. 

Black and white are in some respects complemen- 
tary to each other, and when in contact, appear to 
differ more from each othfer than when viewed 
separately. 
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This effect appears to be due to the fact, that as 
all bodies reflect some white light as well as coloured 
lightj the proximity of white in excess neutralises that 
reflected by the coloured body ; and as the effect of 
mixing white with a colour is to weaken the tone or 
intensity of the latter, so taking away this white will 
strengthen it. 



COLOURS ASSOCIATED WITH BLACK. 

Black substances reflect a small quantity of white 
light, which receives the complementary of the colour 
contiguous to the black. If this colour is deep^ it 
gives rise to a luminous complementary, such as 
orange, or yellow, and enfeebles the black, while the 
other complementaries, such as violet or green, 
strengthen and purify it. 

If green is juxtaposed with black, its complemen- 
tary red, added to the black, makes it appear rusty. 

A black being always deeper than the juxtapos'ed 
colour, gives rise to contrast of tone, and it tends to 
lower the tone of the colour. 

The colours which associate best with black are 
orange, yellow, blue, and violet. 



COLOURS ASSOCIATED WITH GREY. 

The primary colours gain in brilliancy and purity 
by the proximity of grey, but the effects are very 
different from the proximity of the same colours with 
white. With dark colours such as blue and violet, 
and the defep tones in general, it forms assortments 
of analogous harmonies ; with the luminous colours, 
such as red, orange, yellow, and the light tones of 
green, grey forms harmonies of contrast. 
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Although grey never produces a bad effect in its 
assortment with two luminous colours, in most cases 
the association is dull and inferior to black and 
white. It is better than black with 

1 . Orange and Violet. 

2. Green and Blue. 

3. Green and Violet. 



HARMONIES OF COLOURS. 

There are six distinct harmonies of colours, com- 
prised in two kinds. 

FIRST KIND. 
HARMONIES OF ANALOGOUS COLOURS. 

First. The harmony of scale, produced by the 
simultaneous view of different tones of a single scale, ' 
more or less approximating. 

Second. The harmony of hues, produced by the 
simultaneous view of tones of the same intensity, or 
nearly so, belonging to scales more or less approxi- 
mating. 

Third. The harmony of a dominant coloured light, 
produced by the simultaneous view of different 
colours assorted comformably to the laws of contrast, 
but one of them predominating, as would result from 
seeing these colours through a slightly stained glass. 

SECOND KIND. 

HARMONIES OF CONTRAST. 

First. The harmony of contrast of scale, pro- 
duced by the simultaneous view of two tones of the 
same scale, very distant from each other. 

Second. The harmony of contrast of hues, pro- 
duced by the simultaneous view of tones of different 
height, each belonging to contiguous scales. 
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Third. The harmony of contrast of colours, pro- 
duced by the simultaneous view of colours belonging 
to scales very far asunder, assorted according to the 
law of contrast ; the difference in height of juxtaposed 
hues may also augment the contrast of colours. 

The simultaneous view of different colours belong- 
ing to scales more or less near to each other, may be 
agreeable ; but the assortment of the scales which 
produce this effect is exceedingly difficult to obtain, 
because the nearer the scales are allied, the more 
frequently it happens, that not only one of the colours 
injures its neighbour, but the two injure each other. 

The painter can, nevertheless, make use of this 
harmony by sacrificing one of the colours, which he 
lowers to make the other more brilliant. 

The simultaneous view of the series of tones of the 
same scale is agreeable, particularly if the tones are 
at equal intervals and sufficiently numerous, say, from 
eighteen to thirty. 

The simultaneous view of complementary colours, 
or of binary unions of colours, which without being 
complementary, are nevertheless very different, is 
also agreeable. 

Different colours, more or less well assorted, 
according to the law of contrast, being seen through 
a coloured glass (which is not sufficiently deep to 
make us see all the colours of the tint peculiar to the 
glass), afford a spectacle which is not without its charm, 
and which evidently stands between that produced by 
tones of the same scale, and that by colours more or 
less well assorted ; for it is evident that if the glass 
was deeper in colour it would cause every object to 
appear entirely of its own peculiar colour. 

The ground, as well as the interval we place 
between the coloured materials, has some influence 
upon the effect of colours. 



THE ART OF PAINTING. 



The Art of Painting consists in the reproduction of 
the images of coloured objects by means of coloured 
materials or pigments, ground in oil, or other glutinous 
vehicle. 

There are two systems of painting : one in chiar- 
oscuro, the o^&c flat tints. 

The first consists in representing, as accurately as 
possible, upon the flat surface of canvas, wood, stone, 
metals, walls, &c., an object in relief^ in such manner 
that the image makes an impression upon the eye of 
the spectator similar to that produced by the object 
itself. 

Therefore, every part of the image which in the 
model receives direct light, and which reflects it to 
the eye of a spectator viewing the object from the 
same point the painter himself viewed it, must be 
painted with white, and bright colours. 

While the parts of the image corresponding to those 
which, in the same object, do not reflect to the spec- 
tator as much light as the first, must appear in colours 
more or less dimmed with black, or, what is the same 
thing, by shade. 

It is then by the brightness of white or coloured 
light, by the weakening of light by means of black, 
that the painter manages, with the aid of a plane 
image, to attain all the illusion of an object in relief. 
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The art of producing this effect by the distribution 
of light and shade constitutes what is called chiar- 
oscuro. 

There is a method of imitating coloured objects 
much simpler by its facility of execution than the 
preceding^ which consists in tracing the outline of 
the different parts of a model, and in colouring them 
uniformly with their peculiar colours. There is no 
relief, no projections, it is the plane image of the 
object, since all the parts receive an uniform tint. 

This system of imitation is painting in flat tints. 



PAINTING IN CHIAROSCURO. 

We must first take into consideration the modi- 
fications produced on the colours of the model by 
the quality of the light falling upon it, and by which 
it is illuminated. 

To illustrate these modifications, let us take three 
cases in which they may be observed ; in the first 
two, the lighted surfaces are plane, and all the super- 
ficial parts homogeneous, and in the same conditions, 
except that of lighting in the second case. In the 
third case, we shall consider the position of the spec- 
tator viewing by diffused daylight an object whose 
surface is disposed so as not to act equally in all its 
parts upon the light reflected by it to the eye of the 
spectator. 

First case. Modifications produced by coloured 
lights falling upon the model. 

Second case. Modifications produced by two 
different lights — as the light of the sun, and diffused 
daylight—reach lighting distinct parts of the same 
object. 

Third case. Modifications produced by diffused 
daylight. 
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I. 

MODIFICATIONS PRODUCED BY COLOURED LIGHT 
When coloured rays, emanating from any source 
whatever, fall upon a coloured surface, which is at the 
same time lighted by diffused daylight, it experiences 
a change of hue similar to that produced by adding 
to it a pigment of the same colour as the coloured 
light. 

This may be shown experimentally, by partially 
exposing the coloured surface to the sun's rays trans- 
mitted through coloured glass : the portion of the 
stuff protected from these rays is lighted by the 
direct light of the sun. The portion of the surface 
receiving the action of the coloured rays being 
exposed to diffused daylight, reflects also rays of that 
light it would have reflected in case it had been pro- 
tected from the rays transmitted through the coloured 
glass. 

Examples : — 

MODIFICATIONS PRODUCED BY RED LIGHT. 
When Red falls upon a 

Black stuff, they make it appear of a purple black, deeper than the 

part lighted directly by the sun. 
White stuff, they make it appear red. 
Red stuff, they make it appear redder than the part lighted by the 

sun. 
Orange stuff, they make it appear redder than the part lighted by 

the sun. 
Yellow stuff, they make it appear orange. 
Green stuff, they produce different effects according to the tone of 

the green : if it is deep, a reddish black is produced ; if it is 
. light, there is a little red reflected, which gives a reddish grey. 
Light blue stuff, they make it appear violet. 
Violet stuff, they make it appear purple. 

The modifications produced by blue, green, and 
other coloured lights are easily observed by experi- 
ment, and are very instructive to the painter. 
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II. 

MODIFICATIONS PRODUCED BY TWO LIGHTS OF 

DIFFERENT INTENSITY. 

These are of two kinds. 

1 . The modification produced by the sun's rays 
falling upon one part of the surface of a coloured body, 
while the other part is lighted by diffused daylight. 

2. The modification produced when two parts of 
the same object are unequally illuminated by diffused 
light. 

First modification. An object lighted partly by 
the sun, and partly by diffused daylight. 

To observe this kind of modification, we must 
extend upon a table exposed to the sun, a piece 
of coloured stuff about 2\ inches square, and place 
in the middle a piece of black wire, then put parallel 
to this, in the middle of each half, two wires, about 
3-ioths of an inch wide, then perpendicularly to this, 
fix a piece of blackened tin plate of l^ inch in 
breadth, and of sufficient length to cast a shadow 
across the half of the cloth when placed in the plane 
of the sun's rays. 

We may then observe the following effects : 

If the stuff is red, the portion illuminated by the 
sun's rays is more orange or less blue than the part 
which is in shade, and the lighted portion adjoining. 

If the stuff is orange, the illuminated portion is 
more orange or less grey than the part which is in 
shade. 

If the stuff is yellow, the illuminated part is more 
vivid, more orange than the part in shade. 

If the stuff is green, the lighted part is less blue or 
yellower than the part in shade. 

If the stuff is blue, the lighted part is less violet 
and more green than the part in shade. 
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If the stuff is violet, the lighted part is redder or 
less blue than the shaded part. 

Second modification. Two contiguous parts of the 
same object viewed simultaneously, when they are 
unequally lighted by the same diffused light, differ 
from each other not only in height of tone^ but also 
in the optical composition of colour. 

Although this modification cannot be essentially 
different from the preceding, yet as there is generally 
a disposition to neglect itj it will be useful to describe 
how we can observe it, and repeat the direction the 
modifications of red, orange, yellow, green, and blue 
follow. 



B 



Place half a sheet of coloured paper upon the par- 
tition (5 of a chamber receiving diffused daylight by a 
window F. Place another half sheet upon the partition 
a in such a manner that it will be lighted directly by 
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the diffused daylight, while the other is only indirectly 
lighted by the light diffused from the walls, floor and 
ceiling^ — it being understood that the diffused light 
thus reflected must be only white light — then stand at 
C so as to see both half sheets at once ; that which is 
upon the partition a, and most lighted, is marked K, 
and the other, which is upon the partition b, and less 
lighted, by B. 

EFFECTS. 

RED COLOUR. 

The half-sheet B is deeper, and more of a crimson 
red, or less yellow than the half-sheet A. 

ORANGE COLOUR. 

The half-sheet B is deeper, and of an orange mpre 
red or less yellow, than the half-sheet A. 

YELLOW COLOUR. 

The half-sheet B is duller, and of a greener yellow 
than the half-sheet A. 

BLUE COLOUR. 

The half-sheet B is deeper, and of a blue, I shall 
not say more violet, but less green than the half 

sheet A. 

VIOLET COLOUR. 

The half-sheet B is deeper, and of a violet less red, 
or more blue, than the half-sheet A. 

GREEN COLOUR. 

The half-sheet B is deeper, and of a greenish 
yellow, or more blue than the half-sheet A. ' 

From these observations we learn that the colour of 
the same body varies not only in intensity or tone, 
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but also in hue, according as it is lighted directly by 
the sun, by diffused daylight, or by diffused reflected 
light. 

This result must never be o\erlooked whenever we 
attempt to imitate the colours of material objects. 

III. 

Modifications produced by diffused daylight, re- 
flected by a surface, all the parts of which are not in 
the same position relatively to the spectator. 

Distant bodies are rendered sensible to the eye, 
just in proportion as they radiate, or reflect, or 
transmit the light which acts upon the retina. 

According to the laws of reflection, it happens that 
those portions of a surface which are in relief or 
intaglio, must reflect the light in such manner that 
the eye of the spectator, in a given position, will see 
these parts very diversely lighted, so that the parts of 
this surface will be, relatively to the eye, in the same 
condition as the homogeneous parts of a plane sur- 
face which are illuminated by lights of unequal in- 
tensity. 

There will be this difference, however, that the parts 
of the surface of a body which appears to us in in- 
taglio, or especially in relief, being but feebly varied 
in most of the contiguous parts, there will generally 
be a gradual diminution in the effects presented to us 
by the case in which we studied the modifications 
which appear when two plane homogeneous surfaces 
are lighted by diffused lights of unequal intensity. 

The sphere presents a remarkable example of the 
manner in which light is distributed upon a convex 
surface relatively to the eye of an observer who views 
it from a given position. 

It is not important to examine this gradation of 
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white light between parts illuminated thereby, and 
those which are not, but only to regard the principal 
modifications, and, take for examples, the cases where 
they are as evident as possible. 

These modifications can be reduced to the four fol- 
lowing : — 

First modification, produced by the maximum of 
white light which the surface of a coloured body is 
capable of reflecting. 

Other things being equal, the more the surface of a 
body is polished, the more it will reflect white and 
coloured light ; thus, a stick of red sealing-wax, when 
broken, presents in the fractured parts a duller and 
more tarnished colour than the outside. 

On the other hand, if we observe this same outside 
surface suitably placed, we shall perceive a white stripe 
parallel to the axis of the cylinder, produced by a 
quantity of colourless reflected light, so considerable 
that the red light reflected from this stripe is insen- 
sible to the eye which observes it. 

Thus, the white light reflected by a coloured body 
can be of sufficient intensity to render the colour of 
the body insensible in some of its parts. 

Second modification, produced by those parts of a 
coloured surface which send to the eye, in proportion 
to the coloured light, less of white light than the 
other parts differently lighted, or differently placed 
with regard to the spectator. 

When the eye sees certain parts of the surface of a 
polished coloured object, or one more or less smooth 
when not polished, which reflects to it, proportionally 
to the coloured light, less of white light than the 
other parts differently illuminated or differently placed 
in relation to the spectator, the first parts will appear, 
in most cases, of a more intense tone of colour than 
the second. 
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EXAMPLES. 

a. A stick of red sealing-wax presents — starting 
from the white stripe mentioned above, a red colour, 
deeper in proportion as less white light reaches the eye. 
Thus, in a certain position where the white stripe 
appears to be in the middle of the cylinder^ the part 
most lighted will appear coloured, reflecting a red 
inclining to scarlet, while that which is the least 
lighted reflects a red inclining to crimson. 

b. If the eye is directed intoa gold vase of sufficient 
depth, the gold does not appear yellow, as on the 
exterior surface, but of a red orange, because less 
white light, in proportion to coloured light, reaches 
the eye in the first case than in the second. For this 
reason, the concave parts of gold ornaments appear 
redder than the convex. 

c. The folds of bright draperies present the same 
modification to an eye properly placed. The effect is 
particularly remarkable in yellow silk stuffs, and in 
sky-blue ; for we can easily understand that it is less 
marked when the stuffs are not so bright, and of dark 
colours. 

d. There are some stuffs which appear to be of two 
tones of the same scale of colour, and. sometimes also 
of two tones of two contiguous scales, although the 
weft and the warp of these stuffs are of the same tone 
and the same colour. The cause of this appearance 
is very simple ; the threads which, parallel to each 
other, form the pattern, are in a different direction to 
the threads which constitute the ground of the stuff. 
Thence, whatever may be the position of the specta- 
tor with regard to the stuff, the threads of the pattern 
will always reflect coloured and white light in a 
different proportion to the threads of the ground, and 
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according to the position of the spectator, the design 
will appear now lighter, now darker than the ground. 

Third modification, produced when one part of the 
surface of an object, coloured or not coloured, reflects 
little or no light to the eye of the spectator. 

When one part of the surface of a body which is in 
the field of vision of the spectator sends little or no 
light to his eyes, either because this part is not directly 
lighted, or because the light it reflects is not in a suit- 
able direction, thenitappears black, ormoreorlessdark. 

Fourth modification. The colour complementary 
to that of a coloured object is developed in one of its 
parts in consequence of simultaneous contrast. 

A natural consequence of the law of simultaneous 
contrast in general^ and of the effect of a colour upon 
grey and black in particular,, is that, since the same 
objects present some parts more or less obscure con- 
tiguous to parts where we see the colour peculiar to 
the object, the first part will appear tinted of the 
complementary to this colour ; but to observe this 
effect it is necessary that the grey part reflects to 
the eye white light, and little or none of the coloured 
light which the object naturally reflects. 

a. Fourth modification in a single coloured stuff. 

For example, if we stand at the back of a chamber 
looking towards a window admitting daylight, and a 
person clothed in a new blue coat stands looking 
through the window at objects on the outside, the eye 
will perceive the cloth on the shoulders of a different 
colour from that of the back, because the nap of the 
cloth is disposed in a contrary direction in one part 
to the other, that of the shoulders appears of a fine 
blue, while that of the back will appear orange-grey, 
through the effect of contras^t of the blue part with a 
part that reflects very little white light to the eye, 
without, or almost without, blue light. 

D 
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If the garment be of a deep green, the grey part 
will appear reddish ; if it be violet, maroon, or claret, 
the grey part will appear yellow. 

The complementary is developed only upon cloths 
of dark and sombre colours ; thus red, scarlet, orange, 
yellow, and light blue garments do not exhibit it 
because they have always too much of the essential 
colour which is reflected. The modification is limited 
to that where one of the parts is more strongly illu- 
minated by diffused light than the other. 

There is still another circumstance where this 
fourth modification appears evident ; it is when we 
look upon a series of light tones — blues, pinks, &c. 
(belonging to the same scale), of a skein of silk or 
wool placed upon an easel in such manner that one- 
half of the same skein presents to the eye threads 
disposed in a contrary direction to those of the other 
half. The half of the skein which does not reflect 
coloured light to the eye appears tinted with the 
complementary of the other half which does reflect it. 

b. Fourth modification in a stuff presenting a dark 
and a light tone belonging to the same scale. If we 
place in juxtaposition a well-assorted dark tone and a 
light tone of the same scale, the light tone will appear 
of the colour complementary to the scale to which it 
belongs. This modification is too important in the 
explanation of certain phenomena often exhibited by 
the products of the calico-printer to permit its being 
passed over hastily. 

When we look for several seconds on a fabric dyed 
with a coloured ground, and on which we put patterns 
intended to be white, but which owing to the imper- 
fection of the process employed, retain a light tone of 
the colour of the ground, the patterns will appear of 
the complementary of this latter. 

Thus, upon a ground of yellow chrome they will 
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appear violet, upon a ground of orange chrome they 
will appear blue, upon a green ground pink, &c. To 
dispel the illusion, and recognise the true tint of the 
pattern, it is only necessary to cover the ground with 
paper perforated with the design of the pattern^ 
which then permits us to see only the pattern 
coloured like the ground. 

The influence of a dark tone upon, a feeble tone 
then is such that not only is the latter neutralized, 
but also the place it occupies upon the cloth appears 
tinted with its complementary colour. 

Coloured stuffs with white patterns present certain 
modifications which must be noticed in this place. If 
we regard a sky-blue silk with white flowers, the weft 
of which is in an opposite direction to the weft of the 
blue ground, we shall see the flowers white, if they 
are placed in the most favourable manner for receiving 
the white light reflected by them ; while in the con- 
trary position we shall actually see these flowers 
orange. There is still much white light reflected-; 
but it is not sufficiently vivid to neutralize the develop- 
ment of the complementary of the ground. 



PERSPECTIVE. 

In painting, we recognise two kinds of perspective, 
the linear and the aerial. 

The first is the art of producing upon a plane 
surface the lineaments and contours of objects and 
their various parts in the relations to position and 
size in which the eye perceives them. 

The second is the art of distributing, in a painted 
imitation, light and shade, as the eye of the painter 
perceives them in objects placed in different planes,' 
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and in each particular object which he wishes to 
imitate upon a surface. 

It is evident that aerial perspective comprehends 
the observation and reproduction of the principal 
modifications of colours which have just been examined 
in succession, and that true or absolute colouring in 
painting can only be as faithful a reproduction of 
this as possible. 



PAINTING IN FLAT TINTS. 

In painting in flat tints the colours are neither 
shaded nor blended together, nor modified by the 
coloured rays coming from objects near to that which 
the painter has imitated.^ 

In pictures which belong to this kind of painting, , 
the representation of the model is reduced to the 
observance of linear perspective, to the employment 
of vivid colours in the foreground, and of pale and 
ejrey colours in the distance. 

If the choice of contiguous colours has been in con- 
formity with the law of simultaneous contrast, the 
effect of the colour will be greater than if the picture ' 
had been painted on the system of chiaroscuro. 

If it is beyond dispute that painting in flat tints 
preceded that in chiaroscuro, yet it would be an error 
to believe that at the point at which we have arrived 
in Europe, we must renounce the first to practise ex- 
clusively the second, for in every instance where 
painting is an accessory and not a principal feature, 
painting in flat tints is preferable in every respect to 
the other. 

The essentials of painting in flat tints necessarily 
reside in, the perfection of the outlines and the colours. 
These outlines contribute to render the impression of 
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colours stranger and more agreeable, when, circum- 
scribing forms clothed in colours, they concur with 
them in suggesting to the mind a graceful object, 
although, in fact, the imitation of it does not give a 
faithful representation. 

In conformity with what has been said, we may 
consider painting in flat tints will be advantageously 
employed — 

1. When the objects represented are at such a 
distance that the finish of an elaborate picture would 
be lost. 

2. When a picture is an accessory, decorating an 
object whose use would render it improper to finish it 
too highly, on account of its price. Such are the 
paintings which ornament screens, work-boxes, tables, 
&c. In this case, the objects preferable as models 
are those whose beauty of colours and simplicity of 
form are so remarkable as to attract the eye by out- 
lines easily traced, and by their vivid colours r — as 
birds, insects, flowers, &c. 



COLOURING IN PAINTING. 



True or absolute colouring may be defined the 
faithful reproduction in painting of the modifications 
which light enables us to perceive in the objects 
selected by the painter for his models : — 

But for want of analyzing these modifications, the 
word colouring — usually defined the result of the ap- 
plications upon a plane surface of coloured materials 
with which the painter imitates a natural, or repre- 
sents an imaginary object — receives in its applica- 
tions to the simplest as well as the most complex 
pictures, significations so diverse, according to the 
kind of pictures, the taste and knowledge of the 
persons using this word, that it will be necessary to 
apply to the various significations it has in ordinary 
language the analysis already made of the different 
elements of absolute colouring. 

In the ordinary use of the word colouring, we 
allude to the manner, more or less perfect, in which 
the painter has complied with the rules : — 

1. Of aerial perspective relative to white light and 
to shade, or, in other words, irrespective of colour. 

2. Of aerial perspective relative to variously 
coloured light. 

3. Of the harmony of local colours, and of that 
of the colours of the different objects composing the 
picture. 



COLOURING IN PAINTING. 39, 

ARTICLE I. 

Of Colouring, with regard to aerial perspective, relative to white 
light and to shade. 

For an artist to be a colourist, we must not suppose 
the employment of many colours in a composition to 
be essential, for in painting in camaieu, the simplest 
of aW, in which we only distinguish two colours, 
including white, the artist will be honoured with the 
title of colourist if his work presents lights and 
shades distributed as they are upon the model, leaving 
out, of course, those modifications arising from colours 
which he had not upon his palette : and to convince 
ourselves that the expression is not unjust, it will 
suffice to remark that the model might very well 
appear to the painter coloured in a single colour, 
modified by light and shade. 

In the same sense, the term colourist can always 
be applied to the engraver, who by means of his burin, 
reproduces a picture as faithfully as possible, in 
respect both to the aerial perspective of its different 
planes, and to the relief of each particular object. 

ARTICLE II. 

Of Colouring, with regard to aerial perspective, relative to variously 
coloured light. 

It may happen that the imitation is perfectly faith- 
ful, or the reverse. 

A. PERFECTLY FAITHFUL IMITATION. 

A painter who has faithfully reproduced the aerial 
perspective, with all its modifications of white and 
coloured light, and of shade, has a true or absolute 
colouring ; but, it may be doubted if the imitation in 
which this quality is found will be universally judged 
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as perfect as that in which this quality is not found, at 
least in the same degree. 

B. IMPERFECTLY FAITHFUL IMITATION. 
We will now examine the principal cases which may 
occur when we observe pictures in which the modifi- 
cations of differently coloured light are not faithfully- 
imitated. 

First Case. — A painter has perfectly seized upon 
all the modifications of white and coloured light, but 
in his imitation, all the modifications, or a part only, 
are more prominent than in nature. 

Generally speaking, true, but exaggerated colouring 
is more agreeable than absolute colouring, and many 
persons, who experience pleasure in seeing the modi- 
fications of exaggerated coloured light in a picture do 
not feel the same pleasure from the sight of the model, 
because the modifications corresponding to those 
which are imitated in excess are not sufficiently pro- 
minent to be evident to them. 

Besides, the eye has a natural relish for an excess of 
the exciting cause, analogous to the inclination for 
highly seasoned food and strong drink. 

In our judgment of a picture whose colours appear 
exaggerated, and which does not occupy the place for 
which it was intended by the painter, we must not 
omit to take into account the light of the place which 
it is to occupy, and the distance from which the spec- 
tator views it, otherwise we incur the risk of greatly 
deceiving ourselves. 

Second Case. — A painter has perfectly seized al! 
the modifications of light which bring forward the 
planes and objects : the modifications of the coloured 
light of his picture are true, ' but the colours are not 
those of the model. 

This case comprehends those pictures in which there 
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is a dominant colour which is not in the model. This 
dominant colour is often called the tone of the picture, 
and the tone of the painter, if he uses it habitually. 

We should form a correct idea of these pictures if 
we supposed that the artist had painted them while 
looking at his model through a glass of precisely the 
same colour, to enable him to perceive the tint which 
predominates in his imitation. We can also cite, as 
an example of this kind of imitation, a landscape 
painted from its reflection in a black mirror, because 
the effect of the picture is very soft and harmonious. 

We also understand how it happens that a picture 
comprised under this head may have an agreeable or 
disagreeable dominant colour ; and that the expres- 
sions brilliant or warm colouring, or cold or dull 
colouring applies to those pictures the colours of 
which are unfaithful to the model, but which have an 
agreeable or disagreeable effect. 

ARTICLE III. 

Of Colouring in respect to the harmony of local colours and to that 
of the colours of the different objects composing the picture. 

The colouring of a picture may be true or absolute,. 
and yet the effect may not be agreeable, because the 
colours of the objects have no harmony. On the con- 
trary, a picture may please by the harmony of the 
local colours of each object, by that of the colours of 
objects contiguous to each other, and yet may offend 
by the gradation of the lights and shades, and by the 
fidelity of the colours. In a word, it offends by true 
or absolute colouring ; and the proof that it might 
please is, that pictures in flat tints, the colours of 
which are perfectly assorted to the eye, although op- 
posed to those which we know belong to the objects 
imitated, produce, under the relation of general har- 
mony of colours, an extremely agreeable effect. 
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RESULT OF THE PRECEDING CONSIDER- 
ATIONS. 

The general conclusions resulting from the analysis 
just made of the word colouring in ordinary language, 
is that the epithet colourist may be applied to painters 
endowed in very different degrees with the faculty of 
imitating coloured objects by means of painting. 

Those to whom all the difficulties of chiaroscuro 
and drawing are known, may give the name of 
colourists to painters remarkable for the skill with 
which they bring out objects placed upon the different 
planes of their pictures, by means of correct drawing, 
and a skilful gradation of light and shade, even when 
their pictures do not exactly reproduce every modifi- 
cation of coloured light, and have not this harmony 
of different colours properly distributed to complete 
the effects of perfect colouring. 

Those who have no facility in judging of painting, 
or who are ignorant of the art of chiaroscuro, are 
generally inclined to refuse the title of colourist to 
the painters of whom we have spoken, while they 
unhesitatingly accord it to others who have repro- 
duced the modifications of coloured light, and taste- 
fully distributed the different colours in their pictures. 
Besides, colour so powerfully influences the eyes that 
frequently those who are strangers to painting can 
only conceive a colourist skilful where the tints are 
vivid, although he may have failed in the manner in 
which he has represented differently coloured objects 
upon the canvas. 

We see by this how the judgment of many persons 
brought to bear upon the same picture will differ from 
each other, according to the importance which they 
respectively attach to one quality of colouring rather 
than to another. 
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Let us now consider what a perfect colourist must be, 
or rather the conditions which every painter must fulfil 
in a picture to whom this qualification can be applied. 

For a painter to be a perfect colourist, he must not 
only imitate the model by reproducing the image 
faithfully, in respect to aerial perspective relative to the 
variously coloured light ; but, also, the harmony of 
tints must be found in the local colours, and in the 
colours of the different objects imitated ; and this is 
the place to remark, that if in every composition there 
are colours inherent in the model, which the painter 
cannot change without being unfaithful to nature, 
there are others at his disposal which must be chosen 
so as to harmonize with the first. 

Having defined what a painter is as a perfect 
colourist, conformably to the analysis made of the 
word colouring, and considered the painter individu- 
ally, that is to say, without comparing him with others, 
we must now consider this definition in relation to 
contemporary painters, and those old enough for their 
pictures to have undergone some change, and the var- 
nish covering them having become more or less yellow. 

When the pictures have been recently painted, and 
they represent familiar objects, we can always see if the 
painterhas fulfilled all the conditions of a perfect colour- 
ist, by comparing the model with his representation. 

From what has been said, it is evident that when a 
change in the colours of a picture has been effected 
by time, it is impossible to determine whether the 
artist who painted it should be called a perfect 
colourist ; but, recalling what has been said of the 
painter, who has correctly seized all the modifications 
of light adapted to bring out the distances and the 
relief of objects, who has represented the modifica- 
tions of coloured light with perfect truth, but which 
are not those of the model — we may easily conceive 
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how at this day, after one, two, or three centuries, we 
can give the name of colourist to Albano, Titian, 
Rubens, and others. 

The pictures of these great masters present to us 
gradations, more or less perfect, of light and shade, and 
such harmonies of colour that it is impossible either 
to mistake or not to admire them ; and the idea that 
so many pictures not more than twenty or five-and- 
twenty years old, painted by artists of undoubted 
skill, have lost in colour more than those of the old 
masters, also incrfeases our admiration of the latter. 



UTILITY OF THE LAW OF SIMULTANEOUS 
CONTRAST OF COLOURS. 

Having defined the principal modifications which 
bodies experience when they become evident to us by 
means of the white or coloured light they reflect, and 
having examined painting, and defined colouring con- 
formably with the study of these modifications, it now 
remains to speak of the law of contrast of colours, 
with respect to the advantages the painter will find 
in it when required. 

1 . To perceive promptly and surely the modifica- 
tions of light on the model. 

2. To imitate these modifications promptly and surely. 

3. To harmonise the colours of a composition, and 
having regard to those which must necessarily be 
found in the imitation, because they are inherent in 
the nature of the objects he must reproduce. 

ARTICLE I. 

Utility of this law in enabling us to perceive promptly and surely the 
modifications of light on the model. 

The painter must know, and especially see, the 
modifications of white light, shade and colours, which 
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the model presents to him in the circumstances under 
which he would reproduce it. 

Now what do we learn from the law of simulta- 
neous contrast of colours ? 

It is this : — when we regard attentively two coloured 
objects at the same time, neither of' them appears of 
the colour peculiar to it ; that is to say, such as it 
would appear if viewed separately, but of a tint 
resulting from its peculiar colour and the comple- 
mentary of the colour of the other object. 

On the other hand, if the colours of the objects are 
not of the same tone, the lightest tone will be 
weakened and the deepest tone deepened; in fact, 
by juxtaposition they will appear different from what 
they really are. 

The first conclusion to be deduced from this is, 
that the painter will rapidly appreciate in his model 
the colour peculiar to each part, and the modifica- 
tions of tone and of colour which they may receive 
from contiguous colours. He will then be much 
better prepared to imitate what he sees than if he 
were ignorant of this law. 

He will also perceive modifications, which if they 
had not always escaped him because of their feeble 
intensity, might have been disregarded because the 
eye is susceptible of fatigue, especially when it seeks 
to disentangle the modifications, the cause of which 
is not known, and which are not very prominent. 

This is the proper place to return to mixed contrast, 
in order to make evident how the painter is exposed 
to seeing the colours of his model inaccurately. 

For the eye, after observing one colour for a certain 
time, having acquired a tendency to see its comple- 
mentary, and as this tendency is of some duration, it 
follows, not only that the eyes of the painter, thus 
modified, cannot see correctly the colour which he had 
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for some time looked at, but also another which might 
strike them while this modification lasts. 

So that, conformably to what we know of mixed 
contrasts, the eyes will see, not the colour which 
strikes him in the second place, but the result of this 
colour, and of the complementary of that first seen. 

We can establish three conditions in the appear- 
ance of the same object relative to the state of the eye. 

In the first, the organ simply perceives the image 
of the object without taking into account the distri- 
bution of the colours, light and shade. 

In the second, the spectator seeking to properly 
understand this distribution, observes it attentively, 
and then the object presents to him all the pheno- 
mena of simultaneous contrast of tone and colour it 
is capable of exciting in us. 

In the third circumstance, the organ, from the pro- 
longed impression of the colours, possesses in the 
highest degree a tendency to see the complementary 
of these colours ; it must be understood that these 
different states of the organ are not interrupted, but 
continuous, and that if we examined them separately, 
it was with the view of explaining the diversity of 
the impression of the same object upon the sight, and 
to make evident to painters all the inconveniences 
attendant upon a too prolonged view of the model. 

The dull colouring with which many artists of 
merit have been reproached, is doubtless partly due to 
this cause, as will be shown hereafter. 

ARTICLE II. 

Utility of this lain, in order to imitate promptly and surely the 
modifications of light on the model. 

The painter, knowing that the impression of one 
colour beside another, is the result of the mixture of 
the first with the complementary of the second, has 
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only to mentally estimate the intensity of the influence 
of this complementary, to reproduce faithfully in his 
imitation the complex effect before his eyes. 

After having placed upon his canvas the two colours 
required, as they appear to him in the isolated state, 
he will see if the imitation agrees with the model, and 
if he is not satisfied he must then recognise the cor- 
rection which has to be made. 

Take the following examples : — 

I. 

Suppose a painter has to imitate a white stuff with 
two contiguous borders, one red, the other blue, he 
perceives that each of them is changed by virtue of 
their reciprocal contrast ; thus the red becomes more 
and more orange in proportion as it approaches the 
blue, and the blue becomes more and more green as it 
approaches the red. The painter knowing by the 
law of contrast the effect of blue upon red, and reci- 
procally red upon blue, vvill always reflect that the 
green hues of the blue, and the orange hues of the 
red, result from contrast ; consequently, in painting 
theborders simply with red and blue, reduced in some 
parts by white or by shade, the effect he wishes to 
imitate will be reproduced. 

In case it is found that the painting is not sufficiently 
marked, he is sure of what he must add without depart- 
ing from the truth, otherwise he must exaggerate a little. 

II. 

Suppose it is a grey pattern upon a yellow ground, 
the ground may be of paper, silk, cotton, or wool : 
according to its contrast, the pattern will appear of a 
lilac or a violet colour. 

The painter who would imitate this object, which 
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may be a tapestry, or drapery, can reproduce it faith- 
fully with grey. 

These two examples are appropriate to explain the 
difficulties encountered by painters who are ignorant 
of the law of contrast of colours. 

For the painter ignorant of the reciprocal influences 
of blue and red, supposes he must represent what he 
sees ; consequently he adds green to his blue, and 
orange to his red : as in the second example, he will 
trace a pattern more or less violet upon the yellow 
ground ; now what would happen ? Why, the imitation 
would never be perfectly faithful, it would be exag- 
gerated, supposing, of course, that at first the painter 
had perfectly seized the modifications of the model, 
and subsequently having perceived the exaggeration 
of his imitation, he has not retouched it sufficiently to 
produce a perfectly faithful effect. If he had arrived 
at this latter result, it is evident it would only be after 
trials, more or less numerous, since he must have 
effaced what was first done. 

III. 

We will now instance a case of contrast of tone, 
taking different tones of the same colour, contiguous 
to each other. 

Suppose the painter has to represent in a picture 
several bands in juxtaposition, of different tones of the 
same scale, in flat tints : to imitate it correctly, it is 
evident he must paint in flat tints ; but this object will 
appear to the eye a channelled surface, the line where 
two bands touch will, by the effect of contrast of tone, 
appear like a relief — hence it follows, if the painter is 
ignorant of this, he will reproduce, not an absolute copy 
of the model, but an exaggerated one ; or if, dissatisfied 
with his first imitation, he arrives at a faithful repro- 
duction of the model, it will be after several attempts. 
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These examples show, that to imitate the model faith- 
fully we must copy it differently from what we see it. 

The correctness of the six following principles will 
be evident to the painter who has studied what has 
been said on the law of contrast. 

FIRST PRINCIPLE. 

Put a colour upon a canvas, it not only colours that 
part of the canvas to which the pencil has been 
applied, but it also colours the surrounding space with 
the complementary of this colour. 

Thus a red circle appears surrounded with a green 
aureola, which grows weaker and weaker as it extends 
from the circle. 

A green circle is surrounded with a red aureola. 

An orange circle is surrounded with a blue aureola. 

A blue circle is surrounded with an orange aureola. 

A yellow circle is surrounded with a violet aureola. 

A violet circle is surrounded with a yellow aureola. 

SECOND PRINCIPLE. 
To place white beside a colour is to heighten its 
tone. It is the same as if we took away from the colour 
the white light which enfeebled its intensity. 

THIRD PRINCIPLE. 

Put black beside a colour, it weakens its tone ; in 

some cases it impoverishes it: such is the influence of 

black upon certain yellows. It is in fact to add to 

black, the complementary of the contiguous colour. 

FOURTH PRINCIPLE. 
Put grey beside a colour it is rendered more bril- 
liant, and at the same time it tints this grey with its 
complementary. 

From this principle it results that in many cases 
where grey is near a pure colour in the model, the 
painter, if he wishes to imitate this grey which appears 

E 



50 ART OF COLOURING. 

to him tinted with the complementary of the pure 
colour, need not have recourse to a coloured grey, as 
the effect ought to be produced in the imitation by the 
juxtaposition of the colour with the grey which is near it. 

Moreover, the importance of this principle cannot be 
doubted, when we consider that all the modifications 
which monochromous objects may present, excepting 
those which result from the reflections of coloured 
light emanating from neighbouring objects, belong to 
the different relations of position between the parts of 
the object and the eye of the spectator ; so that it is 
strictly true to say, that, to reproduce by painting all 
these modifications, it suffices to have a colour exactly 
identical with that of the model, and black and white. 
In fact, with white we can reproduce all the modifica- 
tions due to the weakening of the colour by light, and 
wjth black those which are necessary to raise its tone. 

If the colour of the model in certain parts gives rise 
to the manifestation of its complementary, because 
these parts do not return to the eye sufficient colour 
and white light to neutralize this manifestation, the 
modification alluded to is reproduced in the imitation 
by the employment of a tone of normal grey, properly 
surrounded with the colour of the object. 

FIFTH PRINCIPLE. 

To put a dark colour near a different, but lighter 
colour, is to heighten the tone of the first, and to lower 
that of the second, independently of the modification 
resulting from the mixture of the complementaries. 

An important consequence of this principle is, that 
the first effect may neutralize the second, or even 
destroy it altogether : for example, a light blue placed 
beside a yellow, tinges it orange, and consequently 
heightens its tone, while there are some blues so dark 
relatively to the yellow that they weaken it, and not 
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only hide the orange tint, but even cause sensitive eyes 
to feel that the yellow is rather green than orange : a 
very natural result, if we consider that the paler the 
yellow becomes the more it tends to appear green. 

SIXTH PRINCIPLE. 

Put beside each other two flat tints of different 
tones of the same colour; chiaroscuro is produced, 
because, in setting out from the line of juxtaposition, 
the tint of the band of the highest tone is insensibly 
enfeebled ; while setting out from the same line the 
tint of the band of the lowest tone becomes heightened, 
there is then a true gradation of light. 

The observance of these principles, and especially 
the perfect knowledge of all the consequences of the 
last three, will exercise a very favourable influence 
upon the art of painting, in giving to the artist a 
knowledge of colours which he cannot possess before 
the law of their simultaneous contrast has been deve- 
loped, and followed in its consequences as it now is. 

The painter will gain, not only in the rapidity with 
which he will see the model, but also in the rapidity 
and truth with which he will be able to reproduce the 
image. Among the details he endeavours to render, 
there are many which, due to contrast either of tone 
or colour, will reproduce themselves. 

It is ])robable that the Greek painters, whose palette 
was composed of white, black, red, yellow and blue, 
and who executed so many pictures which their con- 
temporaries have spoken of with intense admiration, 
painted conformably to the simple method described 
above ; attaching themselves to great effects, many 
minor ones resulted. 

Sir Joshua Reynolds remarked that " A, picture, to 
possess harmony of colouring, should look as if it was 
painted with one colour (suppose umber and white). 
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and when the chiaroscuro was complete the colour of ■ 
each object should be glazed over it." Such was' 
probably the method of Titian. 

ARTICLE III. 

Utility of law, in order to harmonise the colours ■which enter into a 
composition with reference to those which must be reproduced, 
because they are inherent in the nature of the object represented. 

. In all, or nearly all, the objects delineated in paint- 
ing, we must distinguish the colours which the painter 
is under the necessity of using, and those which he is 
at liberty to choose, because they are not like the 
former, inherent in the model. 

For example, in painting a human figure the colour 
of the flesh, the eyes, and the hair, are fixed by the 
model, but the painter has a choice of draperies, orna- 
ments, backgrounds, &c. 

In a historical picture, the flesh colours are, in the 
majority of the figures, at the choice of the painter, as 
are also the draperies, and all the accessories, which 
can be designed and placed as desired. 

In a landscape the colours are given by the subject, 
yet not so arbitrarily but we can substitute for the 
true colour the colour of a neighbouring scale. The 
artist can choose the colour of the sky, imagine 
numerous accidental effects, introduce into his com- 
position animals, draped figures, carriages, &c., the 
form and colour of which may be selected so as to 
produce the best possible effect with the objects 
peculiar to the scene. 

A painter is also master of his choice in a dominant 
colour which produces upon every object in his com- 
position the same effect as if they were illuminated by 
a light of the same colour, or, what amounts to the 
same thing, seen through a coloured glass. 

If the law of contrast affords different methods of 
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imparting value to a colour inherent in the model, 
genius alone can indicate the method which a painter 
should prefer to others in realising his idea upon the 
canvas, and so render it evident to the sight. 

Whenever we desire to attract the eye by colours, 
doubtless the principle harmony of contrast must be 
our guide. 

The law of simultaneous contrast indicates the 
means by which the pure colours may be made to give 
value to each other; means which, although spoken of, 
are but little understood, as may be seen in the 
crowd of portraits in vivid tints so badly assorted, 
and in those numerous small compositions in tints 
broken with grey, where we look in vain for a pure 
tone, which, however, from the subject represented, 
are eminently adapted to receive all the vivid colours 
which the painter in flat tints employs. 

The contrast of the most opposite colours is as 
agreeable as possible when they are of the same tone. 
But if, by using too great intensity of colours, crudity 
is. feared, then we must have recourse to the light 
tones of their respective scales. 

When the painter breaks tones w^ith grey, and 
i wishes to avoid monotony, or when upon planes which 
are distant, but not sufficiently so to render the dif- 
ferences of colour inappreciable, he wishes every 
part to be as distinct as possible, he must have 
recourse to the principle of harmony of contrast, and 
mix grey with his colours. 

This method of bringing out a colour by contrast, 
in employing either light tones, complementary, or 
more or less opposed, or broken tones more or less 
grey, and of tints complementary to each other ; or in 
employing a broken tone of a tint complementary to 
a contiguous colour more or less pure, ought to par- 
ticularly engage the attention of portrait painters. 
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A portrait of a lady may have a very mediocre effect, 
because neither the colour of the dress nor of the 
background have been properly selected. 

The portrait painter must endeavour to find the 
predominating colour in a complexion he has to 
paint ; this found, and faithfully reproduced, he must 
next seek what among the accessories at his disposal 
will give value to it. 

There is a very prevalent error that the complexion 
in women, to be beautiful, must consist only of red 
and white ; if this opinion is correct as regards most 
of the women of our temperate climate, it is certain 
that in warmer climes, there are brown, bronzed, 
copper-coloured complexions even, endued with a 
brilliaiicy, I may say beauty, appreciated only by those 
who in pronouncing upon a new object, wait until 
they have got rid of habitual impressions, which 
(although the majority of men do not know it), exer- 
cise so powerful an influence upon the judgment of 
the objects seen for the first time. 

Suppose a painter would always derive the greatest 
possible advantage from colours, without being under 
the necessity of multiplying them ; if he had to paint 
laige draperies of a single colour, he might with 
advantage have recourse to the coloured rays ema- 
•.nating from neighbouring bodies, whether they are 
perceptible to the spectator, or out of sight. 

For example, a green or yellow light falling upon 
part of a blue drapery, makes it green, and by con- 
trast heightens the blue violet tone of the rest, a 
golden yellow light falling on part of a purple drapery 
imparts to it a yellow tone, which makes the purple 
of the rest come out, &c. 

To the painter, who undertakes to produce the 
effects of chiaroscuro, the principle harmony of contrast 
secures the means of realizing, with respect to br.il- 
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liancy of colouring and distinctness of parts, effects 
which the painter who graduates neither the lights 
nor the shades produces without difficulty by means 
of flat tints. 

It now remains to treat of the case where a painter 
wishes less diversity in the object, less variety in the 
colours, employs only with reserve the harmony of 
contrast, preferring to it, the more easily to attain his 
end, the harmony of scale and the harmony of hues. 

The greater the number of different colours and 
accessories in a composition, the more the eyes of the 
spectator are distracted, and the more difficulty is ex- 
perienced in fixing the attention. If this condition 
of diversity of colours and accessories is obligatory on 
the artist, the more obstacles there are to overcome 
when he wishes to draw and fix the attention of the 
spectator upon the physiognomy of the figures he would 
reproduce, whether these figures represent the actors 
in one scene only, or whether they are simply portraits. 

In the latter case, if the model has a common 
physiognomy which recommends itself neither by the 
beauty nor the expression of its features, and still 
more if a natural defect must be dissembled or con- 
cealed, all that is accessory to this physiognomy, all 
•the resources of contrasted colours well assorted, 
must come to the aid of the painter. 

But if the artist perceives great purity of expres- 
sion, with nobility and loftiness of character, existing 
in his model, or if a physiognomy (to most eyes com- 
mon-place) strikes him by one of those expressions 
which he judges to belong only to men animated by 
noble ideas in politics, science, art, and literature — it 
is to the physiognomy of such models he should 
address himself ; upon these he should fix his chief 
attention, so that in reproducing them upon his canvas 
iHO one can mistake the resemblance, nor overlook the 
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feeling which guided his pencil. Everything being 
accessory to the physiognomy, the drapery will be 
black or of sombre colours ; if ornaments relieve them 
they will be simple, and always in connection with the 
subject. 

In examining, from this point of view, the chef- 
d'wuvres of Vandyck, and tracing their beautiful effects 
to the simplicity of the means by which they are pro- 
duced, and when we regard the elegance of their 
attitudes, which always appear natural, the taste 
which presides over the selection of the draperies, 
ornaments, and other accessories, we are struck with 
admiration at the genius of the artist who has not had 
recourse to those means of attracting attention so 
much abused at the present day, either by giving a 
heroic attitude to a vulgar person, or the resemblance 
of profound thought to a common-place physiognomy, 
or in seeking extraordinary effects of light; for ex- 
ample, in filling the figure with a strong light while 
the rest of the composition is in shade. 

There is yet an important observation to be made, 
which is to avoid as much as possible the same kind 
of images as ornaments of different objects. 

Thus figures clothed in draperies with large flower 
patterns which a painter has placed in a room where 
the carpet and porcelain vases repeat the same images 
to the spectator, always produce an objectionable 
effect, because they make it troublesome for the eye 
to separate the different parts of the picture^ which 
the similarity of ornaments tends to confound together. 

On the same principle, the painter must generally 
avoid placing beside the faithful reproduction of a 
model, the reproduction of an imitation which repeats 
this model. 

For example, when he paints a vase of flowers the 
artist produces most effect, other things being equal 
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(supposing he wishes to fix attention upon the flowers 
he paints from nature), in painting the vase of white 
or grey porcelain, instead of one decorated with a pro- 
fusion of similar objects. 

To conclude these remarks upon colouring, it now 
remains to treat of the case where a painter wishes a 
particular colour to predominate in his composition ; 
or, to speak more correctly, the case where the scene 
he represents is lighted by a coloured light diffused 
over every object. The better to understand this, he 
must not only take simultaneous contrast into consi- 
deration, but also the modification which results from 
the mixture of colours comprising the recomposition 
of white light by means of a proper proportion of the 
differently coloured elementary rays. 

Whenever a painter would make a coloured light 
predominate in a composition, he must attentively 
consider the modifications of light resulting from 
coloured rays falling upon bodies of various colours, he 
must understand, that although the coloured light 
chosen imparts value to certain colours of the objects 
upon which it falls, it also impoverishes and neu- 
tralises others ; consequently when the artist has 
decided upon employing a predominant colour, he 
must renounce certain others, for if he does not, the 
effect produced will be false. For example : — 

If the colour orange predominates in a picture, for 
the colouring to be true, it must necessarily follow — 

1. That the purple must be more or less red. 

2. That the red must be more or less scarlet. 

3. That the scarlet must be more or less yellow. 

4. That the orange must be more intense, more vivid. 

5. That the yellows must be more or less intense 
and orange. 

6. That the greens lose their blue, and conse- 
quently become yellower. 
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7. That the light blues become more or less light 
grey. 

8. That the deep indigo becomes more or less 
maroon. 

9. That the violets lose some of their blue. 

We clearly see, then, that orange light heightens 
all the colours which contain red and yellow ; while 
neutralising a portion of blue in proportion to its 
intensity, it destroys wholly, or in part, this colour in 
the body it illuminates, and consequently disturbs the 
green and violets. 

In every composition of small extent, the colours 
as well as the objects represented must be distributed 
with a kind of symmetry, so as to avoid an appearance 
of spottiness. 

For want of a good distribution of objects, it often 
happens that the canvas is not filled in some parts, 
or if it is, there is an evident confusion in many 
places ; so also, if the colours are not distributed 
properly, it will happen that some of them will be 
spotty, because they are too isolated from Ihe others. 

In conclusion, those painters who will study the 
mixed and simultaneous contrast of colours, in ord^r 
to employ the coloured elements of their palette 
rationally, will perfect themselves in absolute 
colouring as they perfect themselves in linear per- 
spective, by studying the elements of geometry which 
govern this branch of their art. 



ON THE SELECTION OF DRAPERY FOR 
PORTRAITS. 

It is well known that the colour of the skin and 
complexion can be greatly modified by the colour of 
the drapery ; the modification may have the effect of 
enhancing or injuring the result aimed at, according 
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as the painter is familiar with or ignorant of the law 
of contrast. 

The painter is often, especially with the fair sex, 

icompelled in matters of costume to submit to the 
caprice of the sitter ; when, however, he is at liberty 
to choose for himself the colours and arrangement of 
the drapery, he will naturally strive to produce the 
best result within his power. 

In order to proceed intelligibly, he will regard 
women as generally belonging to one of two types ; 
the one comprising those with light hair and blue eyes, 
the other, those with black hair and black eyes. The 
complexion of each of these being, more or less, 
white, and in certain parts rosy. 

Now it must be evident that the juxtaposition of 
the head-dress and other articles of the toilet should 
be a matter of profound consideration, for a colour 
may contrast favourably with the hair, yet produce a 
disagreeable effect with the skin. 

Light hair is essentially of a colour resulting from 
a mixture of red, yellow, and brown, therefore a very 
pale orange brown, the colour of the skin, although 
of a low^er tone, is analogous to it, except in the red 
parts ; blue eyes are therefore the only parts of the 

:fair type which contrast with the hair and complexion., 
for the red parts produce only a harmony of analogy 
with the rest of the skin, or at most, only a contrast 

■.of hue and not of colour, and the parts of the skin 

-Contiguous to the hair, the eyebrows and eyelashes, 
give rise only to a harmony of analogy, either of 
scale or of hue. In the fair type, then, the harmonies 
of analogy evidently predominate over the harmonies 
of contrast. 

The type with black haio considered in the same 

-way as the type with fair hair, shows us the harmonies 
of contrast predominating over the harmonies of 
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analogy, for the hair, eyebrows, eyelashes, and eyes 
contrast in tone and colour, not only with the white 
of the skin, but also with the red parts, which in this 
type are really redder, or less rosy than in the blonde 
type, and a decided red associated with black, gives to 
the latter the character of an excessively deep colour, 
either blue or green. 

Custom, based upon experience, has already decided 
upon those colours which assort best with light or 
black hair, and they are those which produce the 
greatest contrasts ; thus sky-blue, known to accord 
well with blondes, is the nearest colour complementary 
to orange, which is the base of the tint of their hair 
and complexions. Two colours long esteemed to 
accord well with black hair — -yellow and red, more or 
less orange, contrast in the same manner with them. 

The juxtaposition of the drapery with the various 
flesh tints of women, will suggest to the portrait- 
painter manyremarksarisingfrom the principles before., 
laid down. The most important will be here noticed. 

Red Drapery. — Pink or rose-red put in contrast with 
rosy complexions causes them to lose some of their 
freshness ; it is necessary, then, to separate the rose- 
colour from the skin in some way, and the simplest is 
(without having recourse to coloured stuffs), to edge 
the draperies with a border of lace, which produces 
the effect of grey by the mixture of the white threads 
which reflect light, and the interstices which absorb 
it, and there is also a mixture of light and shade which 
recalls the effect of grey. 

Dark red is less objectionable for some complexions 
than rose-red, because, being deeper than this latter, 
it tends to impart whiteness to them, in consequence 
of contrast of tone. 

Green Drapery. — A light delicate green is, on the 
contrary, favourable to all fair complexions which are 
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deficient in rose, and to which more may be imparted 
without objection ; but to complexions already too red. 
it is not so favourable, nor to those which have a tint 
of orange mixed with brown, because the red added 
to this tint by the green will appear of a brick-red 
hue. In this case, a dark green will be less objection- 
able than a delicate green. 

Yellow Drapery. — Yellow is even less favourable 
to a fair skin than light green, because it imparts violet 
to. it. To such skins as are more yellow than orange, 
it imparts white, but such a combination is very dull 
and heavy for a fair complexion. 

When the skin is tinted more with orange than with 
yellow, we can make it rosy by neutralizing the yellow. 
Yellow produces this effect upon the black-haired 
type, and thus it is that it suits brunettes. 

Violet Drapery.^V\o\et, the complementary of 
yellow, produces the contrary effect ; for it imparts 
some greenish-yellow to fair complexions. It augments 
the yellow tint of yellow and orange skins. The little 
blue there may be in a complexion it makes green ; 
violet then, unless it is sufficiently deep to whiten the 
skin by contrast of tone, is one of the least favourable 
colours for the skin. 

Blue Drapery. — Blue imparts orange which is sus- 
ceptible of allying itself favourably to white, and to 
the light flesh tints of fair complexions which have 
already a more or less determined tint of this colour. 
Therefore, blue is suitable to most blondes^ and in 
this case justifies its reputation. 

It will not suit brunettes, for they have already too 
much of orange. 

Orange Drapery. — Orange is too glaring to be 
agreeable, it makes fair complexions appear blue ;. 
whitens those which have an orange tint, and imparts 
a green hue to those which are yellow. 
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White Drapery. — Drapery of a lustreless white, 
such as cambric-muslin, assorts well with a fresh com- 
plexion, the rose colour of which it relieves, but it is 
unsuitable to complexions having a disagreeable tint, 
because white raises the tone of all colours. 

Very light and thin white draperies, such as muslin 
and lace, have a quite different aspect. They appear 
more grey than white, because of the interstices, which 
absorb the light, and the threads reflect it, producing 
the effect of a mixture of white and black, or grey. 

Black Drapery. — Black draperies, lowering the 
tone of the colours with which they are in juxtapo- 
sition, whiten the skin ; but if the vermilion or rosy 
parts are to a certain point distinct from the drapery, 
it follows, that although lowered in tone they will 
appear redder, relatively to the white parts of the skin 
contiguous to this same drapery, than if the con- 
tiguity did not exist. 

We will now consider the effect of the head-dress, 
particularlybonnets, which cover theheadsufficientlyto 
reflect their particular colours upon their complexion. 

The influence of the colour reflected by the bonnet is 
exceedingly small ; the effect a coloured bonnet pro- 
duces is chiefly that of contrast ; the colour reflected 
is chiefly upon the temples, the contiguous parts 
appear coloured with the complementary of the colour 
of the bonnet. 

With respect to the fair-haired type — 

A black bonnet with white feathers, and white, 
pink, or red flowers, is suited to a fair complexion. 

A lustreless white bonnet does not suit a fair and 
rosy complexion, but bonnets of lace, muslin, or crape 
suit all complexions. A white bonnet may be trimmed 
with white, pink, or, preferably with blue flowers. 

A light blue bonnet is very suitable for the light- 
haired type ; it may be trimmed with white flowers, 
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and in many cases with yellow and orange, but not 
with pink or violet flowers. 

A ^reen bonnet is advantageous to fair and rosy 
complexions. It may be trimmed with white flowers 
but preferably with pink. 

A pink bonnet must not be too close to the skin ; 
and if it is found that the hair does not produce suffi- 
cient separation, the distance from the bonnet may be 
increased by white, or preferably by green. A wreath 
of white flowers amid their leaves has a good effect. 

A li^ht or deep red can only be recommended 
when the painter desires to diminish too warm a tint 
in the complexion. 

The painter should never admit orange or yellow 
bonnets; nor even violet if avoidable. 

For the type with black hair — 

A black bonnet d,oes not contrast so well with the 
black-haired type as with the light, yet it may pro- 
duce a good effect, and receive, with advantage, 
trimming of white, red, pink, orange, and yellow. 

A white bonnet gives rise to the same remarks as 
were made concerning its use for the blonde type, 
except that for brunettes, preference should be given 
to trimmings of red, pink, orange, and yellow, rather 
than blue. Bonnets of pink, red, and cerise are 
suitable for brunettes when the hair separates the 
bonnet as much as possible from the complexion. 
With the red bonnet, white feathers accord very well; 
with the pink, white flowers with abundance of leaves 
are effective. 

A yellow bonnet suits a brunette very well, and 
receives advantageously violet or blue trimmings ; 
the hair must always interpose between the com- 
plexion and the head-dress. 

It is the same with bonnets of a broken orange, for 
which blue trimmings are very suitable. 
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A green bonnet suits fair and light rosy complex- 
ions ; pinkj red, or white flowers are to be preferred. 

A blue bonnet is suitable only to a fair or light red 
complexion, nor can it be allied to such as have a light 
tint of orange brown. When it suits a brunette, it may 
be advantageously trimmed with yellow or orange. 

A violet bonnet is unsuitable to every complexion, 
unless we interpose the hair and yellow trimmings 
between it and the skin. 

Whenever the colour chosen for the bonnet does 
not realise the desired object, even when the com- 
plexion is separated from the head-dress by large 
masses of hair, it is advantageous to place between 
the latter and the bonnet certain accessories, such as 
ribbons, wreaths, detached flowers, &c., of a colour 
complementary to that of the bonnet ; the same colour 
should also be placed on the outside of the bonnet. 

Between the extremes of the two types named 
above, there are many intermediate varieties, which 
the artist must distinguish, and estimate the harmony 
most suitable to the model ; he must decide whether 
the predominating tint in a complexion had better be 
exalted or diminished, either as a whole, or in one of 
its elementary colours, or whether it must be alto- 
gether neutralised ; in case he wishes to weaken it, 
he must ascertain whether this can best be done by 
means of drapery of a darker tone, and so to form a 
harmony of contrast, either of scale or of hue ; or 
whether, on the contrary, it is preferable to attain the 
same end by opposing to this tint a drapery of its 
complementary colour, taken at a sufficiently high 
tone, to produce the double effect of weakening by 
contrast of tone, and at the same time to produce 
contrast of colour with that portion of the tint which 
is not neutralised. 

THE END. 
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1885. 



INTERNATIONAL EXHIBITION, 1851. 

CLASS II.— CHEMISTRY, No. 28. 




This was a competitive Exhibition. Messrs. Wiksob & Newtoit carried off the 
ONLT Medal that was awarded to the Competitors, English and Foreign, for "Abtistb' 
Colours." 

INTERNATIONAL EXHIBITION, 1862. 

CLASS II.— CHEMISTRY. SECTION A. No. 627. 




The award of a Prize Medal to Messrs. Wikbob & Nbwtow for their rirEQUALLXD 
display of fine and costly Pigments, was accompanied by the following remarks by the 
Jurors, viz. •.—"For a magiiifloeni Hiplay ofArtUW Colouri, and pob thbib EHSBi.voi;BS to 

SCBSTITUTB PBBMAlfBirr OOLOCBB FOB THB JIOEB TUaiTIVB PIOUBKTB DSBD BT iBTIBTB." 



WINSOR & NEWTON'S 

WATER COLOURS. 



Previously to the establishmeut of the Firm of Winsob & Newton 
(in 1832), the most beautiful productions of Water Colour Art 
were inevitably fugitive from the want of perraanenoe incident to 
the Colours then in ordinary use j complaints were borne out by 
facts almost incredible to Artists of the present day, whose 
predecessors used Spanish Liquorice, Dutch and Bose Finks, Bed 
Lead, Orpiment, Verditer, Green Bice, and even washes of Tobacco- 
juice. 

This condition of so beautiful an art urged Messrs. Winsob 
& Newton to earnest enquiry and research, with a view 
of raising the character of the material employed. 

The very high standard of excellence sought by Messrs. 
Winsob & Newton rendered indispensable the aid of Chemical Science, 
and entirely set aside all common recipes and pernicious compounds. 
Perfectly appointed Chemical Works were established by them in 
1844, with steam apparatus and all the appliances necessary to 
modem Chemical Art ; the advantageous results were apparent in 
the production of colours totally different from those of all the other 
manufacturing colour houses. The old colours were improved and 
new ones introduced. Madders, Lakes, Carmines, Chinese White, 
Genuine Ultramarines, Lemon Yellows, Cadmium Yellows, &c., 
evidence by their superior qualities the skill bestowed upon their 
production. The great advantages secured have been : — Increased 
power and brilliancy ; and the permanency of colours previously 
defective in this respect. 

Of Winsob & Newton's Water Coiohes, therefore, it may 
be stated that sound- chemical knowledge and complete laboratory 
apparatus and plant — powerful and specially adapted machinery — 
with the matured experience of 50 years, ensure the pwrity of 
Pigments and perfect preparations for the Artist's palette. 
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WINSOB, & NEWTON'S 

PREPARED WATER COLOURS 

IN 

WHOLE AND HALF CAKES. 




SIZE or WHOLE CAKE COLOUES. 



Whole Cake Oolohrs, Is. each. — Half Oaks Coloubs, 6d. each. 



Antwerp Bine 

Bistre 

Blue Black 

British Ink 

Bronze 

Brown Ochre 

Brown Pink 

Bnmt Sienna 

Bnmt Umber 

Chinese White 

Chrome Yellow 

Chrome Deep 

Chrome Orange 

Cologne Earth 

Dragon's Blood 

Emerald Green 

Flake White 

Gamboge 

Hooker's Green, No. 1. 

Hooker's Green, No. 2. 

Indian Bed 

Indigo 



Italian Pink 
Ivory Black 
King's Yellow 
Lamp Black 
Light Red 
Naples Yellow 
Neutral Tint 
New Blue 
Olive Green 
Payne's Grey 
Prussian Blue 
Prussian Green 
Eaw Sienna 
Raw Umber 
Roman Ochre 
Sap Green 
Terre Verte 
Vandyke Brown 
Venetian Red 
Vermilion 
Yellow Lake 
Yellow Ochre 
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Whole Cake Colours, Is. 6d. each. — Half Cake Coloubs, 9d. each. 



Black Lead 
Brown Madder 
Cerulean Blue 
Constant White 
Crimson Lake 
Mars Yellow 
Neutral Orange 



Purple Lake 
Roman Sepia 
Rubens' Madder 
Scarlet Lake 
Scarlet Vermilion 
Sepia 
Warm Sepia 



Whole Cake Colours, 2s. each. — Half Cake Coloues, Is. each. 



Cobalt Blue 
Indian Yellow 
Lemon Yellow 



Orange Vermilion 
Violet Carmine 
Viridian 
(or Veronese Green) 



Whole Cake CoLonES, 3s. each. — Half Cake Colotjbs, Is. 6d. each. 



Aureohn 
Burnt Carmine 
Cadmium Yellow 
Cadmium Yellow, Pale 
Cadmium Orange 
Carmine 

Field's Orange Vermilion 
French Blue 
(or French Tntramarine) 



(JaUstone 
Indian Purple 
Intense Blue 
Mars Orange 
Oxide of Chromium 
Pink Madder 
Pure Scarlet 
Rose Madder 
(or Madder Lake) 



Whole Cake Coloties, 5s. each. — Half Cake Colouks, 2s. 6d. each. 



Madder Carmine 
Purple Madder 



Smalt 
Ultramarine Ash 



Genuine Ultramarine. 

Whole Cakes, 21s. each. — Half Cakes, 10s. 6d. each. 
QuABiEB Cakes, 5s. 6d. each. 
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WINSOR & NEWTON'S 

FRENCH POLISHED MAHOGANY BOXES. 

FITTED WITH 
WHOLE CAKE WATER COLOURS. 

"SLIDING LID" MAHOGANY BOXES. 




Box containing 6 WHOLE CAEE Colonrs, and Brnshes 
Ditto 12 ditto ditto 

Ditto 18 ditto ditto 

Ditto 24 ditto ditto 



£ s. d. 
6 
12 
18 
14 



LOCK" MAHOGANY BOXES. 




Box containing 12 WHOLE CAKE Colours, Brushes and 

other fittings ... ... 

Ditto 18 ditto ditto ].. 

Ditto 24 ditto ditto ..' 



£ a. d. 

15 
110 

1 10 
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LOCK AND DRAWER" MAHOGANY BOXES. 




Box containing 12 WHOLE CAKE Colours, Brushes and 

other fittings ... 

Ditto 18 ditto ditto 

Ditto 24 ditto ditto 



£. s. d. 

18 
15 

1 15 



"COMPLETE" MAHOGANY BOXES. 




Box containing 12 WHOLE CAEE Colours, Brushes and 

fittings complete 

Ditto 18 ditto ditto 

Ditto 24 ditto ditto 



£ s. 
1 1 
1 11 
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CADDY LID" MAHOGANY BOXES, 




Box containing 12 WHOLE CAEE Colours, Brushes and 
superior fittings ... 

Ditto 18 ditto ditto 

Ditto 24 ditto ditto 



£ s. d. 

1 11 6 

2 2 

3 3 



SUPERIOR CADDY LID" MAHOGANY BOXES. 



Superior Box containing 12 WHOLE CAKE Colours, Sable 

Brushes and high-class fittings 

Ditto 18 ditto ditto 

Ditto 24 ditto ditto 



£ s. d. 

2 12 6 

3 3 

4 14 6 



;W, 38, 39 ^ 40, BATEBONE PLAGE, LONDON, W. 9 



"HANDSOME CADDY LID" MAHOGANY BOXES. 




Box containing 12 WHOLE CAKE Colours, Sable 
Brushes and best fittings ... 

Ditto 18 ditto ditto 

Ditto 24 ditto ditto 

Ditto 36 ditto ditto 



£ s. 


d. 


3 13 


6 


4 14 


6 


6 6 





9 9 






N.B. — Boxes manufactured of Spanish Mahogany, Rosewood, 
EbonA/, Walnut, and other choice Woods, in the first style of worTc- 
manship, amd variously fitted with every requisite for Miniature, 
Figure, Landscape Fainting, or Engineering, from £12 to £100. 
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WINSOR & NEWTON'S 

FEENCH POLISHED MAHOGANY BOXES. 

PITTED WITH 
HALF CAKE WATER COLOURS. 



"SLIDING LID" MAHOGANY BOXES. 

Box containing 6 HALF CAKE Colonrs, and Brashes 
Ditto 12 ditto ditto 

Ditto 18 ditto ditto 

Ditto 24 ditto ditto 



s. d. 

4 

6 6 

9 6 

12 6 



"LOCK" MAHOGANY BOXES. 

Box containing 12 HALF CAKE Colours, Brushes and other s. d. 

fittings 9 

Ditto 18 ditto ditto ... 12 

Ditto 24 ditto ditto ... 18 



'LOCK" MAHOGANY BOXES WITH DRAWER. 

s. d. 

12 

15 

21 



Box containing 12 HALF CAKE Colours, Brushes and other 

fittings 

Ditto 18 ditto ditto 

Ditto 24 ditto ditto 



COMPLETE" MAHOGANY BOXES. 



Box containing 12 HALF CAEE Colours, Brashes and 
fittings complete 
Ditto 18 ditto ditto 

Ditto 24 ditto ditto 



s. d. 

14 

18 

25 



CADDY LID" MAHOGANY BOXES. 



Box containing 12 HALF CAKE Colours, Brushes and 
saperior fittings 
Ditto 18 ditto ditto 

Ditto 24 ditto ditto 



s. d. 

20 

25 

31 6 
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WINSOR & NEWTON'S 

MOIST WATER COLOURS 

IN PORCELAIN PANS. 



WiNSOE & Newton's Moist Water Colours are prepared after 
peculiar processes, and iy a system of treatment known only to them- 
selves. Their characteristic qualities of easy solubility and prompt 
readiness for use are retained unimpaired, for an unlimited time j so 
that a box of them, which may have been laid aside for two or three 
years, when required again, will be found as serviceable as when 
purchased. Temperature does not affect these colours ; they remain 
as "Moist" in Tropical climates as in England; accordingly, they 
are confidently recommended to persons who are going to India, 
and to all residents in the Bast. While having the valuable quality 
of solubility, they possess another and all important one, of drying 
perfectly firm on the paper. Their tints, too, are pure and luminous, 
and their washes clear and even. 

In Sketching from Nature, and when representing transient and 
evanescent effects, the superiority of the Moist Colours is at once 
felt and appreciated. Ever ready for instant application, they 
enable the desired tint to be produced at once — a result unattainable 
by the old tedious method of rubbing dry cakes, which not unfre- 
quently permits the effect, and with it the thought of the artist, to 
vanish, before the material can be obtained. It was this quality 
which, on their first introduction, secured for Winsoe & Nbwton's 
Moist Colours the eminent popularity that they still enjoy with both 
professional and amateur artists. 

The Moist Colours are placed in pans of thin porcelain, and 
are afterwards enclosed in tin-foil for protection; they are also 
put up in Collapsible Tubes, in which form they are found con- 
venient, when a quantity of colour is required. 
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WINSOR & NEWTON'S 

MOIST WATER COLOURS, 

IN 

WHOLE AND HALF PANS. 




flifOf^rco£6o/i£ 

/ 3Bfigffi6oi7efface i 
COB/I L T. 



SIZE OF WHOLE FAIT COLOtTBS. 



BIZE OE HiXF FAN COLOURS. 



Whole Pan Coloues, Is. eaoh. — Half Pan Colours, 6d. each. 



Antwerp Blue 

Bistre 

Bine Black 

Brown Ochre 

Brown Pink 

Burnt Sienna 

Burnt Umber 

Charcoal Grey 

Chinese White 

Chrome Yellow 

Chrome Deep 

Chrome Orange 

Cologne Earth 

Emerald Green 

Gamboge 

Hooker's Green, No. 1. 

Hooker's Green, No. 2. 

Indian Bed 

Indigo 

Italian Fink 

Ivory Black 



Lamp Black 
Light Red 
Mauve 

Naples Yellow 
Neutral Tint 
New Blue 
Olive Green 
Payne's Grey 
Prussian Blue 
Prussian Green 
Raw Sienna 
Raw Umber 
Roman Ochre 
Sap Green 
Terre Verte 
Vandyke Brown 
Venetian Red 
Vermilion 
Yellow Lake 
Yellow Ochre 
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Whole Pan Coioues, Is. 6d!. each. — Half Pan Colours, 9d. each. 



Brown Madder 
Cemlean Blue 
Crimson Lake 
Leitoli's Blue 

(or Cyanine Blue) 
Mars Yellow 
Neutral Orange 



Purple Lake 
Roman Sepia 
Rubens' Madder 
Scarlet Lake 
Scarlet Vermilion 
Sepia 
Warm Sepia 



Whole Pan Colours, 2s. each. — Half Pan Colours, Is. each. 



Cobalt Blue 
Indian Yellow 
Lemon Yellow 
Orange Vermilion 
Violet Carmine 
Viridian 

(or Veronese Green) 



Whole Pan Colours, 3s. each. — Half Pan Colours, Is. 6d. each. 



Aureolin 
Burnt Carmine 
Cadmium Yellow 
Cadmium Yellow, Pale 
Cadmium Orange 
Carmine 

Field's Orange Vermilion 
French Blue 

(or French Ultramarine) 



Gallstone 
Indian Purple 
Intense Blue 
Mars Orange 
Oxide of Chromium 
Pink Madder 
Pure Scarlet 
Rose Madder 

(or Madder Lake) 



Whole Pan Colours, 5s. each.— Half Pan Colours, 2s. 6d. each. 



Madder Carmine 
Purple Madder 
Smalt 
Ultramarine Ash 
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WINSOR & NEWTON'S 

"NEW PATENT SPRING " 
JAPANNED TIN BOXES, 

FITTED WITH 
MOIST WATER COLOURS, IN WHOLE PANS. 




Messrs. Winsoe & Newton, Limited, have much pleasure in 
introducing this ITBW BOX to contain MOIST WATER 
COIiOimS, which they have confidently brought out as a 
valuable improvement and gain to both Artist and Amateur. 

The Pans of Colours are placed in these hoxes without any trouble 
whatever, and they are readily moved from one position to another at 
pleasure. They are secured by the employment of a V spring at 
one end or side of the partitions of the Box, as shown in the illus- 
tration. They are firmly held j and thus the inconvenience of fixing 
the colours into the Box with a cement is removed, as well as the 
trouble incident to replenishing a Box constructed on the old plan. 

Messrs. WiNsoB & Newton, Limited, have secured Letters Patent 
for this Box for Great Britain, the principal Countries of Europe, 
and for the United States of America. 
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MOIST WATER COIOTJES IN " PATENT SPRDTG " 

JAPANNED BOXES. 

(Continued.) 

8 Whole Pan Colour Box, containing 

Chinese White, New Blue and Sepia 7s. Od. 

(The Empty Box, 3s. 6d.) 

4 Whole Pan Colour Box, containing 

Raw Sienna, Light Red, Cobalt and Vandyke Brown ... 8s. 6d. 
(The Empty Box, S». 9d.) 

6 Whole Pan Colour Box, containing 

Gamboge, Raw Sienna, Light Red, Crimson Lake, Prussian Blue 

and Vandyke Brown IDs. 6d. 

(The Empty Box, is.) 

8 Whole Pan Colour Box, containing 

Gamboge, Raw Sienna, Burnt Sienna, Light Red, Crimson Lake, 
Cobalt, Prussian Blue and Vandyke Brown ... ... 14s. Od. 

(The Empty Box, 4s. M.) 

10 Whole Pan Colour Box, containing 

Gamboge, Yellow Ochre, Raw Sieima, Burnt Sienna, Light Red, 
Crimson Lake, Cobalt, Prussian Blue, Vandyke Brown and Brown 

Pink 16«. 6<J. 

(The Empty Box, 5». Sd.) 

12 Whole Pan Colour Box, containing 

Gamboge, Yellow Oohre, Raw Sienna, Burnt Sienna, Light Red, 
Vermilion (i), Indian Red (i). Crimson Lake, Cobalt, Prussian 
Bine, Payne's Grey, Vandyke Brown and Brown Pink 19s. Od. 
(The Empty Box, 5s. M.) 

14 Whole Pan Colour Box, containing 

Gamboge, Yellow Oohre, Raw Sienna, Burnt Sienna, Light Red, 
Vermilion (i), Indian Red (i). Crimson Lake, Brown Madder, 
Cobalt, Prussian Blue, Payne's Grey, Vandyke Brown, Sepia 

and Brown Pink £1 2s. 6d. 

(The Empty Box, 6s. Sd.) 

16 Whole Pan Colour Box, containing 

Gamboge, Lemon Yellow (i). Cadmium Yellow (i). Yellow Oohre, 
Raw Sienna, Burnt Sienna, Light Red, Vermilion (|), Indian 
Red (I), Crimson Lake, Rose Madder, Brown Madder, Cobalt, 
Indigo, Payne's Grey, Vandyke Brown, Emerald Green (J), 

Viridian (i) and Brown Pink £18s.Gd. 

(The Empty Box, 6s. 9d.) 
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MOIST WATER COIOUES IN " PATENT SPRIKG " 

JAFAITNEI) BOXES. 

(Continued.) 

18 Whole Pan Colour Box, containing 

Gamboge, Oadmium Yellow, Yellow Oohre, Baw Sienna, Burnt 
Sienna, Light Red, Vermilion (i), Indian Red (^), Crimson 
Lake, Rose Madder, Brown Madder, Cobalt, Indigo, Payne's Grey, 
Vandyke Brown, Sepia, Emerald Green (-J), Viridian (|), Brown 

Pink and Lamp Black £1 12s; Bd. 

(The Empty Box, 7«. M.) 

20 Whole Pan Colour Box, containing 

Gamboge, Cadmium Yellow, Yellow Oohre, Raw Sienna, Burnt 
Sienna, Light Red, Vermilion (i), Indian Red Q), Crimson Lake, 
Rose Madder, Brown Madder, Cerulean Blue, Cobalt, Pmsaian 
Blue, Indigo, Payne's Grey, Vandyke Brown, Sepia, Emerald 
Green (1), Viridian (^), Brown Pink and Lamp Black. ..£1 15s. Qd 
(The Empty Box, 8».) 

24 Whole Pan Colour Box, containing 

Gamboge, Lemon Yellow, Cadmium Yellow, Aureolin, Yellow 
Ochre, Raw Sienna, Burnt Sienna, Light Red, Vermilion (^), 
Indian Red {\), Crimson Lake, Rose Madder, Brown Madder, 
Cerulean Blue, Cobalt, Prussian Blue, Indigo, Payne's Grey, 
Vandyke Brown, Sepia, Emerald Green (i). Oxide Chromium (i), 
Viridian, Olive Green, Brown Pink and Lamp Black... £2 5s. Od. 
(The Empty Box, 9«.) 

WINSOR & NEWTON'S 

"NEW PATENT SPRING " 
JAPANNED TIN BOXES, 

FITTED WITH 
MOIST WATER COLOURS, IN HALF PANS . 

6 Half Pan Colour Box, containing 

Gamboge, Yellow Oohre, Light Red, Crimson Lake, Prussian Blue 

and Vandyke Brown 7s. Od. 

(The Empty Box, 8j. M.) 

8 Half Pan Colour Box, containing 

Gamboge, Yellow Ochre, Burnt Sienna, Light Bed, Crimson Lake, 

Cobalt, Indigo and Vandyke Brown 9s. Od. 

(The Empty Box, 4«. Sd.) 
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mOIST WATEK COLOUKS IN " PATENT SPBIMS " 

JAPANNED BOXES. 

(Continued.) 

10 Half Pan Colour Box, containing 

Gamboge, Yellow Oohre, Eaw Sienna, Burnt Sienna, Light Red, 
Crimson Lake, Cobalt, Indigo, Vandyke Brown and Brown 

Pink ... • 10s. 6d. 

(The Empty Box, 4a. M.) 

12 Half Pan Colour Box, containing 

'Gamboge, TeUow Oohre, Eaw Sienna, Burnt Sienna, Vermilion, 
Light Red, Crimson Lake, Brown Madder, Cobalt, Indigo, 

Vandyke Brown and Brown Pink ... 12s. 0<J. 

(The Empty Box, 5a. 3d.) 

14 Half Pan Colour Box, containing 

Gamboge, Yellow Ochre, Saw Sienna, Burnt Sienna, Vermilion, 
Light Red, Indian Red, Crimson Lake, Cobalt, Indigo, Neutral 
Tint, Vandyke Brown, Brown Pink and Lamp Black ... 13s. 6d. 
(The Empty Box, 5a. M.) 

16 Half Pan Colour Box, containing 

Gamboge, Cadmium Yellow, Yellow Ochre, Raw Sienna, Burnt 
Sienna, VenniUon, Light Red, InditBti Red, Crimson Lake, Brown 
Madder, Cobalt, Indigo, Neutral Tint, Vandyke Brown, Brown 
Pink and Lamp Black ... ... ... ... ... 16s. Od. 

(The Empty Box, 6».) 

18 Half Pan Colour Box, containing 

Gamboge, Cadmium Yellow, Yellow Oohre, Raw Sienna, Burnt 

Sienna, Vermilion, Light Red, Indian Red, Crimson Lake, Rose 

Madder, Brown Madder, Cobalt, Indigo, Neutral Tint, Vandyke 

Brown, Emerald Green, Brown Pink and Lamp Black . . . 18s. 6(J. 

(The Empty Box, 6a. id.) 

20 Half Pan Colour Box, containing 

Gamboge, Cadmium Yellow, Yellow Oohre, Raw Sienna, Burnt 
Sienna, Vermilion, Light Red, Indian Red, Crimson Lake, Rose 
Madder, Brown Madder, Cobalt, French Blue, Indigo, Neutral 
Tint, Vandyke Brown, Emerald Green, Oxide Chromium, Brown 

Pink and Lamp Black 22s. Od. 

(The Empty Box, Ya.) 

24 Half Pan Colour Box, containing 

Gamboge, Lemon Yellow, Cadmium Yellow, Yellow Oohre, Raw 
Sienna, Burnt Sienna, Vermilion, Light Bed, Indian Red, Crimson 
Lake, Rose Madder, Purple Madder, Brown Madder, Cobalt, 
P*ench Blue, Prussian Blue, Indigo, Neutral Tint, Vandyke 
Brown, Sepia, Emerald Green, Oxide Chromium, Brown Pmk and 

Lamp Black 27s. Od. 

(The Empty Box, 7». id.) 
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WtNSOB Sr NEWTON, Limited, 



WINSOR & NEWTON'S 

MOIST WATER COLOURS 

IN COLLAPSIBLE TUBES. 



jtStORt NEWTON'S \ '^iSg 

MOIST COLOUR ir 

38 Rathbone PiACE I 



y LONDON 



/> 



Moist Water Colours in Tubes, though, eomewliat wasteful, are of assistance 
as furnishing quickly a quantity of colour, and aiEording facilities for power of 
touchandvigour. of effect. They should be used within reasonable time, as they 
do not keep so long, or so well, as the ordinary Moist Colours in porcelain 
pans. 



Is. each. 



Antwerp Blue 
Bistre 
Blue Black 
Brown Ochre 
Brown Pink 
Burnt Sienna 
Burnt TTmber 
Cologne Earth 
Chrome Tellow 



Chrome Deep 
Chrome Orange 
Emerald Green 
Gamboge 
Indian Bed 
Indigo 
Italian Fink 
Ivory Black 
Lamp Black 



Light Ked 
Naples Tellow 
Netitral Tint 
New Blue 
Olive Green 
Payne's Grey 
Prussian Blue 
Prussian Green 
Raw Sienna 



Raw TTmber 
Roman Ochre 
Terre Verte 
Vandyke Brown 
Venetian Red 
Vermilion 
Yellow Lake 
Tellow Ochre 



Is. 6d. each. 

ILeitch's Blue I Fuirple Lake I Scarlet Vermilion 

(or Gyamne Blue) Roman Sepia Sepia 

Neutral Orange | Scarlet Lake { Warm Sepia 



Brown Madder 
Crimson Lake 
Mars Tellow 



Cobalt Blue 
Indian Tellow 
Lemon Tellow 



28. each. 

Orange Vermilion 
Violet Carmine 



Viridian 
(or Veronese Gredn) 



Aureolin 
Burnt Carmine 
Cadmium Tellow 
Cadmium Tello;Tr, Pale 



Ss. each. 
Cadmium Orange 
Carmine 

I'rench Blue (or 
Fr.Ultramarine) 



Field's Orange 

Vermilion 
Gallstone 
Indian Purple 



Mars Orange 
Oxide of Gbromimn 
Pink Madder 
Rose Madder 



Purple Madder 



5s. each. 

Smalt 



I Ultramarine Ash 
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WINSOR & NEWTON'S 

Japanned Tin Boxes of 

MOIST WATER COLOURS IN COLLAPSIBLE TUBES. 




Box contaming 12 "Water Colours in Tubes. 
Qamboge, Raw Sieima, Yellow Ochie, Burnt Sienna, CrimBon Lake, Light Red, 
TermiUon, Cobalt, Indigo, Brown Pink, Vandyke Blown and Payne's 

Grey ... ... £1 2». 6d. 

(The Empty Box, 9».) 
Box containing 15 "Water Colours in Tubes. 
Gamboge, Cadmium Tellow, Raw Sienna, Yellow Ochre, Burnt Sienna, 
Crimson Lake, Light Red, Indian Bed, Brown Madder, Cobalt, Prussian 
Blue, Viridian, Brown Pink, Tandyke Brown and Payne's Grey £1 lOir. 6d. 
(The Empty Box, 10». 6<i.) 
Box containing 20 Water Colours in Tubes. 
Gamboge, Cadmium Yellow, Raw Sienna, Tellow Ochre, Burnt Sienna, 
Rose Madder, Crimson Lake, Light Red, Vermilion, Indian Red, Violet 
Carmine, Brown Madder, Cobalt, Indigo, Emerald Green, Viridian, Brown 

Pink.VandykeBrown, Payne's Grey and Sepia e2 2ii.0d. 

(The Empty Box, 13«. 6d.) 
Box containing 24 "Water Colours in Tubes. 
Gamboge, Cadmium Yellow, Raw Sienna, Yellow Ochre, Deep Chrome, 
Mars Orange, Burnt Sienna, Rose Madder, Crimson Lake, Light Red, 
Vermilion, Indian Red, Brown Madder, Purple Lake, Cobalt, French 
Blue, Prussian Blue, Indigo, Emerald Green, Vmdian, Brown Pmk, Van- 
dyke Brown, Payne's Grey and Sepia ... iuws.att. 

(The Empty Box, 14«. 63.) 
Box containing 30 "Water Colours in Tubes, 
fiamboge. Cadmium TeUow, Cadmium Orange, Italian Pink, Raw Sieima, 
YeUow Ochre, Orange Chrome, Mars Orange, Burnt Sienna, Rose Madder, 
CriisonLake Light Red, Orange VermiUon, Vermilion, Indian Rei Brown 
Ifedder P^pe like. Cobalt, French Blue, Prussian Blue, Indigo imerald 
toen Viritoi, OUve Green, Terre Verte, Brown Pini, Vandyke Bromi, 
tJ^?,*™i T^tSBDia and Ivory Black. Also bottles of Chinese White, 
SSleB™;^I?J£: ^ Gall- ?nd a copper plated Water Bottle £3 12.. M. 
(The Empty Box, 19».) 

c Z 
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WmSOE & NEWTON'S 

PERMANENT CHINESE WHITE 

IN BOTTLES OR TUBES. 

A peculiar preparation of White- Oxide of Zinc, the only Perfectly 
Permanent White Pigment for Water Colour Painters, 

Small Bottle or Tube, Gd. 
Large ditto ditto Is. 

It is now half a century since WiNsoR & Newton tnmed their 
attention to remedying a want much felt by Water Colour 
Painters, viz. ; a White which would combine perfect permanency 
with good body in working. The invention and introduction of the 
pigment named by them " Chinese White " was the result, and its 
superior body and freedom of working immediately attracted th& 
notice of the leading Water Colour Painters. 

The late Mr. J. D. Harding being very desirous of ascertaining 

its permanency, submitted it to the examination of one of the 

greatest Chemists in Europe (the late Mr. Faraday), who satisfied 

him that it might be employed with perfect safety, and strongly 

recommended it in preference to all other white pigments. In 

" Principles and Practice of Art," Mr. Harding wrote: — 

" Wlien this pigment, which is prepared by Winsor & Newton, under the name of 
' Chinese "White,* was first put into my hands, some years ago, I applied to one of my 
friends, whose name as a chemist and philosopher is amongst the most distinguished 
in our country, to analyse it for me, and to tell me if I might rely on its durability; 
the reply was, that if it would in all other respects answer the purpose I required of 
it, I had nothing to fear on account of its durability." 

Ever since the year 1834 Winsor & Newton's Chinese White 
has been used by all the Eminent Water Colour Artists, and it is a 
source of great satisfaction that they are able to say, that in ito 
instance has any worlc of art, in which their White has been used, 
suffered from its employment, while prior to its introduction the com- 
plaints of Whites changing were of every-day occurrence. 
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WINSOR & NEWTON'S 

LIQUID WATER COLOURS AND MEDIUMS. 




CStee of the iottla oflAqmiOolowt.) 





Bottles. 


Half 
Bottles. 

0^6 




Indian Ink 


s. 


a. 




Water Oolonr Megilp 


Carmine 







6 


Glass Medium, No. 1 


Sepia 







6 


Ditto ditto No. 2 


Indelible Brown Ink 







. 6 


Opaque Body 


Front's Brown 







6 


for Illuminating... 


PrtiBsiau Bine 







6 


Raising Preparation 


Lamp Black 







6 


for ditto 


Vermilion 







6 




AsphaltTtm 







6 


The following ore in 


Ox Grail, colourless . . . 







6 


China Pots — 


Gnm Water 
GoldTnV 








6 
6 


Burnish Gold Size . . . 


Silver Ink 







6 


Mat Gold Size . ... 


■h/A^ W \J^ J^LM-MMm tit 

Chinee© White 







6 


Ox Gall, Prepared... 



Bottles. 
.. d. 



1 



1 



Halt 
Pots. 



)-»i 



Q 6 
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WIN80B 8r NEWTON, Lirmted, 



WINSOE & NEWTON'S 

BRUSHES FOR WATER COLOUR 
DRAWING. 

BROWN OR RED SABLE IN QUILLS. 



Crow. 




M c & an 




Large Swan. 



(The Brushes are the sizes of the above Illustrations.) 
Prices a/re on the opposite page. 



37, 38, 39 ^ 40, BATHBONE PLAOE, LONDON, W. 23 
WINSOR & NEWTON'S 

BROWN SABLE BRUSHES 

(iir QuiiiiiS). 



Crow 
Duck 

Small Croose 
Goose 
Extra Goose 



each 



IN LONG QUILLS. ,. 

Extra Small Swan eaoli 4 



Small 

Middle 

Large 



5 

7 

10 



See Illustrations on opposite page for the sizes of the Brushes. 

RED SABLE BRUSHES 

(Iir QUILLS). 





<. d. 


Crow 


... each 6 


Duck 


10 


Small Goose 


... „ 1 3 


Goose 


... „ 1 6 


Extra Goose 


... ,,2 



IN LONG QUILLS. ,. 


d. 


Extra Small Swan each 4 





Small ,, „ 5 


6 


Middle „ „ 7 


6 


Large „ „ 10 






See niustrationt on opposite page for the sizes of the Brushes. 



SIBERIAN HAIR BRUSHES 

(IBT QTHLLS). 

Extra quality. 



Crow 
Duck 
Goose 



each 



IN LONG QUILLS. ,. i. 

Extra Small Swan each 9 

Small „ ... „ 1 

Middle „ ... „ 1 6 

Large „ ... „ 2 6 



See niustrations on opposite page for the sizes of the Brushes. 



WINS OB Sr NEWTON, Lvmted, 



WINSOR AND NEWTON'S 

FINEST BROWN OR RED WATER COLOUR 

SABLES IN ALBATA FERRULES. 

{FLAT OR BOUND.) 




Thb BeUSHES AEE THB sizes ox the above iLHTBTKATIOirS. 



BROWN SABLE HAIR. 
No. 1, Flat or Round, each 
-2 „ 



RED SABLE HAIR. 
No. 1, Flat or Round, each 



3 

4 
5 
6 
7 



». 


d. 


1 


3 


1 


6 


1 


9 


2 


3 


2 


6 


3 





4 






Larger sizes are also made, particulars and prices of which may be 
had on application. 
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PLAT RED SABLE BRUSHES, 

WITH ALB ATA FEERULES. 




(iLIiUSTBATlOir OF AN INCH BbUSH.) 

These Brnshes are made in the following sizes : 
i, f , 1, IJ, 2, and 2i inches wide. Price 5s. per inch. 



WASH OR SKY BRUSHES, 

FLAT OB, BOUND. 




Wash Brushes, Siberian Hair, with Tin Ferrules (as 

iUustrated) each 

Ditto, Dyed Sable Hair, with Tin Ferrules ... „ 
Ditto, ditto with Albata Ferrules „ 



Mat. 1 


9. 


d. 


1 





3 


6 


4 






Kound. 
a. d. 
1 3 
4 
4 6 



FLAT CAMEL HAIR BRUSHES, 

IN TIN FEBRTTLES. 
Made from i inch to 4 inches wide. Price 8d. per inch. 
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WIN80B 8f NEWTON, Limited. 



DRAWING PAPERS. 

Messrs. Winsoe & Newton, Limited, pay particular 
attention to this department of their business, and keep 
constantly on hand a very large and varied Stock of First- 
class Prawing Papers, comprising every kind required by 
Artists. 



Demy 

Medinm 

Koyal 

Imperial 

Dble. Elephant 
Antiquarian 



WHATMAN'S DRAWING 

IN THE lOLLOWIIre SIZES AHD StTEFACES. 

...Notpressed and Eotpressedi : 
Ditto ditto 



Ditto ditto 
( Notpressed, Hotpressed, 
ii^ and Bongh 

Ditto ditto 
...Notpressed 



':j 



FAFEBS. 






Per 


Per 




Sheet. 


Quire. 


Inches. 


8. d. 


.. d. 


20 byl5i 


2 


3 


22 „ m 


2i 


4 6 


24 „ 19i 


3 


5 9 


30£„22 


5 


9 6 


40 „ 27 


9 


17 


52f„30| 


4 


84 



WHATMAN'S "THICIC" DRAWING FAFEBS. 



WEiaHT. 



9 

1 2 



«"y^^ nrzi^"""''} ^ox,..to. 

Imperial, Thick... Ditto ditto 901bs. „ 

Ditto Extra Thick Ditto ditto 140 lbs. „ 

Donble Elephant, f „, 'ioaEii^^ 

Extra Thick 1^°* ]2351bB. „ 

* Seamless Papers are dried fiat, amd have no mark down the centre 
of the sheet. 



jSeam- 
Per less. 
Sheet. Per 
Sheet. 



«. d. 




1 

1 9l 2 



WHATMAN'S " BINPIELD " DRAWING 
FAFERS. 

This is a seamless paper made expressly for high-class Water Colour 
Drawings. Per &ieet. 

Imperial, 30 inches by 22, Not surface, 72 lbs. to the ream 1 6* 
.., 30 „ 22 „ 140 lbs. „ 3 
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WKATMAIT'S 



' CRESWXCK 
PAPERS. 



DBAWIN6 



(Resembling the celebrated Oreswiok Paper in texture and tint.) 

SEAMLBsa. 

• Per Sheet. 



Per Sheet. 



Imperial (Not and Kough) 110 lbs. to the ream ... 
Double Elephant, ditto 210 „ ,, 1 

Ditto ditto 210 ,, „ 

(Very old and in fine condition, made in ^ — 3 

the yea/r 1865) 



d. 
9 
6 



"KAKDIXrG'S" DRAWIira PAPERS. 



Imperial 

Ditto Extra thick . . . 



30i inches by 22 inches 



Per Sheet. 


Per Quire 


8. d. 


«. d. 


5 


8 


10 


16 



" HOLLINGWOBTK'S " BEST MACHINE-MADE 
DBAWI17G PAPERS. 



Inches. Weight. 

Demy (Hotpressed &Not)20byl5i 241bs.toream 
Medium ditto 22 „ 17| 32 „ , 

Royal ditto 24 „ 19 42 „ , 

Imperial ditto 30i„ 22i 72 „ , 

Dble. Elephant ditto 40„26il30„ , 



Per Sheet. 1 


8. 


d. 





1 





U 





2 





3 





6 



Per 


Quire 


8. 


d. 


1 


10 


2 


6 


3 


3 


5 


6 


10 


6 



FLAT DRAWING "CARTRIDGE" PAPERS. 





Inches. 


Medium 


.. 22 by 17 


Royal 


.. 24 „ 19 


Thin Log 


..,26 „ 21 


Thick Log 


.. 26 „ 21 


Students' Cartridge 


.. 30 „ 22 


Thin Engineers' 


.. 30 „ 22 


Thick Engineers' 


.. 30 „ 22 



Weight. 


1 


30 lbs. to ream ... | 


35 „ 




40 „ 




50 „ 




60 „ 




72 „ 




90 „ 





Per Quire 


8. 


d. 


1 


3 


2 





2 


3 


2 


9 


3 


2 


4 





6 






D 2 
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WIN SOB !f NEWTON, Lirmted, 



■ CONTINUOUS CARTOON" DZbAWING 



CABTBIDGES. 

* White Cartoon Paper 

It It 17 

S«st ,, 



Thick 
Thin.. 
Thick 



Tinted Cartoon Paper 



36 inches wide 

45 

54 

54 „ 

60 „ 

54 



Three tints, Buff, Stone, and French Grey 
* This Paper in Rolls of 50 yards ... 



per EoU 



Per Yard 


8. 


d. 





4 





6 


1 








6 


1 





1 





13 


6 



■MACHINE-UADE" TINTED CRAYON 



PAPERS. 



Inches. 
Royal ... 24 hy 19 
Imperial ... 30 „ 21-| 
Dble. Elephant 40 „ 27 





Per Sheet. 


Per Quire 




»: d.- 


«. d. 


401bs. to the ream 


2 


3 


90 „ 


4 


6 9 


]44i ,, ,, 


6 


10 6 



■KAND-niASE" TINTED CRATON PAPERS. 

Extra Stout :- — 90 lbs. to the Ream. 



Per Sheet.lPer Qiiire. 
, d. 
7 I 12 



Imperial, 30 inches by 22 | 7 I 12 

A great variety of tints in both machine and hand made Crayon 
Papers are kept in Stock ; Pattern Books may 
application. 



be had on 



VELI^UIKI DRAWING PAPER, 

MADE EXPRESSLY FOB, 

Illuminatiitfl, JkriDEt Paintmg, flHtcfjinfl, ^c, 

A highly finished Toned Paper, resembling Tellum. 



Royal (size 24i inches by 19f ), Whatman's make, 
weighing 100 lbs. to the ream 



Per Sheet. Per Quire. 
». d. 



1 



19 6 



OUTSIDE SHEETS OF WHATMAN'S AND 
OTHER DRAWING PAPERS. 

14 lb. Parcels of assorted kinds and surfaces | 12 

N.B. — These Outside Drawing Papers will be sorted to suit 
customers' requirements as much as possible. 
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WINSOR & NEWTON'S 

MOUNTING BOARDS. 



Bojal 
Imperial 



SCHOOL MOniTTIirG BOARDS. 



24 iDchea by 19, Meiiium Thick, per dozen 
24 „ 19, Thick 
31 „ 21, Medium Thick „ 
, 31 „ 21, Thick ... 



«. 


d. 


1 


10 


2 


9 


2 


9 


4 






Best 
quality 
0. d. 

2 6 

3 6 
3 9 
5 



The above Boards can he had one inch larger each way, if the 
edges are untbimmed. 



FINE MOUNTING BOARDS. 



Half Imperial 21i inches by 14i 
Eoyal ... 23 „ 18i 

Imperial ... 28J „ 21i 



THIOEITESS. 





4 sheet. 


6 Bheet. 




«. d. 


>. d. 


each 


8 


4 




4 


5 


J) 


6 


8 



8 sheet. 
«. d. 
5 
6 
10 



EZTBA SUFBB.FINE MOTTNTING BOARDS. 



Half Imperial 21i inches by 14i, each 
Royal ... 23 „ 18i „ 

Imperial ... 28f ,, 21i „ 
Atlas ... 334 „ 26 „ 

Dble. Elephant 38J „ 26 „ 



3 sheet. 


4 Bheet. 


6 sheet. 


S sheet 


«. d. 


«. a. 


». d. 


.. d. 


3 


4 


6 





4 


6 


8 


— 


6 


8 


1 


1 4 




1 4 


2 


2 6 


— 


1 6 


2 3 


3 3 



4ZZ Mounting Boards on this page . are supplied Tinted at the 
same prices. 



ao 



WIN80E Sf NEWTON, Lmdted, 



BEST MOTJITTXirG BOARDS. 

WITH WHATMAN'S DRAWING PAFER ON ONE SIDE. 
each 



Boyal, 6 sheet 
Imperial, 6 sheet 



8. d. 
1 
1 6 



WINSOB & NEWTON'S BBISTOI. BOARBS. 







2 sheet. 


3 sheet. 


4 sheet. 


6 sheet. 






». d. 


«. d. 


I. d. 


«. d. 


Foolscap 


15J inches by 12i each 


3 


4 


5 


6 


Demy 


18i „ 14i „ 


4 


5 


7 


10 


Medimn 


20i „ 16i „ 


5 


7 


9 


1 2 


Eoyal 


22f „ 184 „ 


6 


9 


1 


1 6 


Imperial 


28 „ 20 


10 


1 3 


1 9 


2 8 



TUBNBXTi;i.'S LONDON DRAWING BOARDS. 



Foolscap 15 inches by 12 

Demy 18 „ 14 

Medium 20i „ 15i 

Eoyal - 22 „ 17i 





2 Sheet. 


3 sheet. 


1 sheet. 




«. d. 


s. d. 


». d. 


each 


5 


7 


9 


ty 


7 


10 


1 2 


)i 


9 


1 2 


1 6 


»t 


1 


1 6 


2 



6 sheet., 
a. d. 
1 

1 6 

2 3 
2 9 



WINSOR & NEWTON'S DRAWING BOARDS. 



No. 
1. 
2. 
3. 
4. 
5. 
6. 

7. 
8. 
9. 



In Packets. 


aining 6 White Boards, lli 


., 12 „ 


, 114 


6 „ 


, 14i 


„ 12 „ 


, 14i 


„ 24 Tinted , 


, 44 


,, 24 „ 


6 


., 24 „ 


, 7 


„ 14 „ 


, 10 


,. 12 „ 


, Hi 



Per 



9 
104 
lOi 
34 
31 
44 

7 



Packet. 



Nvmhers 5 to 9 cam, either he used as White or Tinted Boards, 
as they are White on the reverse side. 
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SOLID DRAWING BLOCKS. 

WITH OR WITHOUT COVERS. 




SOIiID BZiOCE WITH HALF-BOrKD GOTEB. 



Made with Whatman's Thick Drawing Papers. 



These Blocks contam 32 Sheets^ the tipper nheef of which can 

be eagihf removed by interti/ng the point of a penknife 

under it. 



32mo. 


Imperial . 


. 5 


16mo. 


Boyal 


. 5i 


tt 


Imperial . 


. 1 


8vo. 


Eoyal 


. 9 


>» 


Imperial . 


. 10 


4to. 


Eoyal 


. Hi 


6rao 


Imperial . 


. 14 


4to. 


Imperial . 


. 14 


3mo. 


Imperial . 


. 18 


Half 


Eoyal 


. 18 


Half 


Imperial . 


. 20 



5 inches by 3i 

5 

5i 

7 

9 



10 
10 

IH 

14 



each 



8oUd 
Blocks, , 



1 2 

1 6 

2 

2 6 

3 3 

4 6 



9 9 
12 6 



Solid Blooks 
Half Bound 


t. 


d. 


2 





2 


6 


3 





3 


9 


4 


9 


6 


9 


7 





9 





13 


6 


14 





18 






jj-_B_ Solid Blocks, when made of Machine Tinted Papers, ore 

about one-fewrth less in price than the above. 
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WINS OB ^ NEWTON, Limited, 



SOLID DRAWING BLOCKS. 

Made with TyHATMAN's Extra Thick Drawi^g Papers. 
The Donhle Elephant sizes are only to be had with the " Not " snrfaoe. 



Inches. 

32mo. Imperial ... 5 by 3i each 

16mo.IniperiaT ... 7 „ 5 

„ Dble. Elephant 9 „ 6 

8vo. Imperial ... 10 „ '7 

6mo. Imperial ... 14 ,, 6f 

8vo. Dble.Elephant 12 „ 9 

4to. Imperial ... 14 „10 

3mo. Imperial ... 18 ,,10 

4to. Dble.E]ephantl8 „12 

Half Imperial ... 20 „ 14 

* Solid Bloelcs of Extra Thick Paper, containing 20 sheets, have 
heen made to amoid the weight and expense of those with 32 — the 
prices are vmiform viith those made with Thick Drawing Papers. 

SOLID BLOCK SKETCH BOOKS. 

Made as Half-bomid Sketch Books, but with the three onter edges 

fastened as ordinary Blocks. 

Each Book contains 32 leaves of Whatman's Thick Paper. 



Contalnu 


IgaOSMOts. 


■uoutain 




Solid 


Solid Blocks 


SoUd 


Solid Blocks 


Blocks. 


Half Bound 


Blocks. 


Half Bound 


«. d. 


». a. 


<. d. 


». a. 


1 2 


2 


1 6 


2 6 


2 


3 


2 8 


3 6 


3 


4 3 


4 3 


5 3 


3 3 


4 9 


4 9 


6 


4 9 


7 


6 6 


9 


5 6 


8 


8 ,0 


10 6 


6 6 


9 


9 3 


11 9 


9 


13 6 


12 9 


17 


11 


15 9' 


16 


21 


12 6 


18 


19 


24 



32mo. Imperial 5 inches by 3i ... each 


J. d. 
2 


24mff. Imperial 7 ,, 3i ... „ 


2 8 


16mo. Imperial 7 „ 5 




3 


8to. Boyal ... ... 9 „ Sf ... „ 


4 3 


12mo. Imperial 10 „ 4i ... „ 


4 3 


8to. Imperial 10 „ 7 


,, 


5 


These Boolcs when made of Machine Tinted Papers a/re alout 


one-fourth less in price tha/n the above. 


SKETCH BOOKS, HALF BOUND. 


Iieather Backs, Cloth Sides, and Elastic Band to fasten. 




Made of 


Made of 




Whatman's 


Tinted 


(FoETT Leaves in bach Book.) 


Drawing 


Crayon 




Papers. 


Papers. 




«. d. 


t. i. 


32mo. Imperial ... 5 inches by Si each 


1 6 


1 3 


24mo. Imperial ... 7 „ 3i „ 


2 


1 6 


16mo. Imperial ... 7 „ 5 


» 


2 3 


2 


8vo. Royal ... 9 „ 6i 


) 


2 9 


2 3 


12mo. Imperial ... 10 „ 4i 


, 


3 


2 8 


8yo. Imperial ... 10 „ 7 


t 


4 


3 6 


4to. Royal ... lli „ 9 


, 


4 9 


8 9 


4to. Imperial ... 14i „ 10 


t 


6 9 


5 9 
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SUPERIOR PORTFOLIOS. 



Ijeather Backs and Cornera, Cloth. Sides, and Silk Strings. 




1 




^^^^H 


^ 


m 








With Flaps 






B. 


d. 


«. d. 


Half, Demy ... 


15i inches by lOJ ... each 


2 


3 


3 3 


4to, Imperial ... 


15 


11 


2 


6 


3 6 


Music 


16 


11 ... ,, 


2 


6 


3 6 


Half Medium... 


w 


, Hi ... ,, 


3 





4 


HaU Eoyal ... 


19 


13 ... „ 


3 


9 


5 


Demy 


21 


, 15i 


4 


6 


6 


Half Imperial... 


22 


16 ... „ 


5 


3 


6 9 


Medium 


22 


, 17 ... „ 


5 


9 


7 3 


Eoyal 


25 


19 ... „ 


6 


9 


8 8 


Super fioyal ... 


27 


, 20 ... „ 


8 


8 


10 6 


Imperial 


31 


22 ... „ 


12 


9 


15 9 


Atlas 


34 


26 ... „ 


15 


9 


19 6 


Colombier 


86 


24 ... „ 


17 


6 


21 


Dble. Elephant 


40 


28 


24 





30 



34 



WINS OB Sr NEWTON, Limited, 



BEST PORTFOLIOS. 

These Portfolios are made of the best IHoroeco Leather, 
with cloth sides and gold lines. 

With Outside Flap and Stiff Inside Flaps, 



Half Demy ... 15i inches by 10 J each 

Quarto Imperial 

Music 

Half Medium 

Half Eoyal 

Demy 

Half Imperial 

Medium 

Boyal 

Super Eoyal 

Imperial 

Atlas 

Colombier ... 

Double Elephant 



Bramah Locks fitted to any of the above Portfolios, 10s. extra. 



.. 15i inches by 10 J 


... 15 „ 11 


... 16 


11 


.. 17 


Hi 


.. 19 


, 13 


... 21 


15i 


... 22 


. 16 


.. 22 


17 


... 25 


19 


.. 27 


20 


... 31 


22 


... 34 


26 


... 36 


24 


... 40 


28 



R. 


d. 


6 


6 


6 


6 


6 


6 


7 





9 





10 


6 


11 


6 


12 





14 


6 


18 





25 


6 


33 





36 





45 






SKETCHING PORTFOLIOS. 

WITH JAPANNBD TIN PEAMES TO FASTEN THE PAPEB DOWN. 

Half-Bound, with Iieather Outside Flap, and Pocket to contain 
Iioose Sketches, or Beserve of Paper, 



8vo. Imperial 

4to. Boyal 

6mo. Imperial 
4to. Imperial 
4to. Double Elephant 
Half Imperial 



Hi inches by 8 


. . . each 


a. d. 
4 6 


12i „ 9f ... 




6 3 


15i „ 7J ... 




6 


15i „ Hi ... 




6 6 


20i „ 13i 




10 6 


22i „ 15i 




18 
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WINSOR & NEWTON'S 

DRAWING PENCILS. 



Messrs. Winsor & Newton, Limited, beg to draw attention to 
their Drawing Pencils, the range of which consists of a good 
PENNY Pencil for Schools and ordinary use; a TWOPENNY 
Pencil for Students ; a THREEPENNY Pencil, of hexagon form, 
for OfBoes and Artists; a, FOURPENNY Pencil, Cumberland 
lead, free from grit and yielding colour readily j a FIVEPENNY 
Pencil (hexagon), containing plumbago of the highest quality and 
adapted for Engineers, where thin and perfect lines and ready 
erasure are essential ; and a SIXPENNY Pencil, made expressly 
for the use of Artists, with an extra quantity of Cumberland lead. 
These pencils retain the fine qualities of erasure and colour of the 
original celebrated Lead. 

DBGBSSS. 

HHHH. Extremely hard (for Engineering or Drawing on Wood). 

HHH. Very hard (for Architectural Drawing) . 

HH. Hard (for fine Outline Drawing). 

H. Moderately hard (for light sketching). 

PP. Very firm (for light shading) . 

P, Firm (for fine drawing) . 

HB. Moderately hard and black (for free sketching). 

B. Black (for ordinary shading) . 

BB. Soft black (for deep shading). 

EEB, Hard and black, extra size lead (for bold sketching). 

BBB. Very black, extra size lead (for deep shading) , 

BBBB. Soft and black extra size lead (for full, rich, deep shading). 



l^.B. — Penny Pencils are only made in Four Degrees, namely — 
H. HB. B. and BB. 



36 



WINS OB 8r NEWTON, Lvimted, 



SOFT' COLOURED FRENCH CRAYONS. 



NoiiOE. — These Crayons being very fragile, are liable to breakage 
in transit. Their utility, however, is not impaired by their beirtg 
in smaller pieces. 

t. d. 

7 

10 



Box containing 26 ] 

Coloured Crayons J 

Ditto ditto 42.. 



v> 


a. 


3 


6 


4 


6 



Box containing 56 

Coloured Crayons 
Ditto ditto 62. 



CRAYONS AND CHALKS-VARIOUS. 



Square Red Cont^ Crayons ... 

Square Black Contfi Crayons, No. 1 (Hard) 

No. 2 (Medium) and No. 3 (Soft) 
Bound Red Conte Crayons 
Round Black Cont^ Crayons, Nos. 1 and 2... 
Round Black Glazed Conte Crayons .. . 
Cont^ Crayons in polished Cedar, Nos. 1 and 2 
Ditto „ plain „ No. 3 

Boxes of Square Black Cont6 Crayons, containing"! 

12 Crayons, assorted Nos. 1, 2 and 3 ... / 

Stumping Chalk, " Velours k sauce," in tinfoil 
Ditto „ „ „ in glass bottles 

Crayons, Lemoiue's Square White, Nos. 1 and 2 .. 
Ditto „ „ „ inhoxesof 12.. 

Ditto „ Round „ 

Ditto „ „ „ in boxes of 12.. 

Chalk, Lemercier's Lithographic, Nos. 1, 2 and 3 ) 

in boxes of 12 ... j 

Ditto Square White for Black Boards ... per gross box 
Ditto Round White Dustless „ 

Ditto „ in boxes of 12 - ,., per box 

Ditto Paper-covered Square White, in boxes of 12 
Ditto Best White, Hard, Middle or Soft ... 

Ditto Red 

Ditto Compressed Black Italian ... 
Charcoal in bundles of 50 sticks ... 



per doz. 



each 



per doz 
per box 

per doz. 
per box 



Ditto in boxes of 12 sticks 
Ditto "Vine, in boxes of 25 sticks 
Ditto Scene Painters' in bundles of 25 

extra large sticks 

Ditto in Reeds 



per oz 

.per bundle 
per box 

5 per bundle 
... per stick 



10 
10 
3 
2 
3 

6 
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THUMB-HOLE PALETTE CHALK BOX. 

For Students, Schools of Art, ^c. 8j-c. 




The Lid of this Box is covered inside with Wash Leather, which 
forms a Stumping Palette, a^d the thumb-hole is arranged to allow 
of the Box being held on the hand as easily as an ordinary Palette. 

The Box contains — Pour eaohNos. 1, 2, and 3 Square Black Conte 
Crayons ; Two each Nos. 1 and 2 Lemoine's Round White Crayons ; 
a Bottle Stumping Chalk (Sauoe Velours) ; Two White Paper 
Stumps ; and One No. 2 White Leather Stump ; Four each White 
and Grey Tortillon Stumps j and One Brass Portcrayon. 

The Weight, fitted complete, is under 8 oz. . or about the same as 
an ordinary 12-inch Mahogany Palette. 

Price 3s. 6(J., fitted complete. 



BEST FRENCH PASTEL CRAYONS. 

In Bound Fancy Cardboard Boxes. 

(mANUFACTTJEED specially POK MESSRS. WINSOR AND NEWTON, 
EACH CEAYON BEING LABELLED WITH THEIB NAME.) 

BoxoontainingSOpoMiiecJ"! »• d- 



Box containing 12 pomted,\ 
Coloured Crayons ...J 
Ditto „ 18 „ 

Ditto „ 24 „ 



Coloured Crayons ...J 
Ditto „ 36 „ 

Ditto „ 48 „ 



2 6 

3 

4 



38 



WmSOB Sf NEWTON, Umited, 



DRAWING BOARDS, 

Mahogany and Seal. 





Inches. 


OlMnped 
Seal. 

«. d. 


PaneUed 
Deal. 

». d. 


Loose 

Panelled 

Seal. 

a. d. 


Loose' • 

SfataoKony 
». d. 


4to. Imperial ... 


13 by 9i each 


1 


3 


2 





3 9 


5 8 


4to. Colombier . . . 


15 , 


.11 „ 


1 


6 


2 


6 


4 9 


6 9 


i Royal... 


17 , 


, lOi „ 


1 


9 


2 


9 


5 3 


7 6 


Demy 


18 , 


, 13i „ 


2 





3 





6 


8 8 


i Imperial 


19 , 


, 13i „ 


2 


3 


3 


3 


6 6 


9 6 


i Imperial,fullsizo22 , 


. 16 „ 


3 





4 


3 


7 


10 9 


Medium 


20 , 


, 15i „ 


2 


9 


3 


9 


6 9 


10 2 


Royal 


22 , 


, 17 „ 


3 


3 


4 


9 


7 6 


12 


Imperial 


28 , 


> 19 ., 


4 


3 


6 





10 6 


17 


Imperial full size 


30 , 


. 21 „ 


5 


6 


7 


6 


13 6 


21 


Double Elephant 


38 , 


. 24 „ 


8 


6 




- 


— 


— 



DRAWING BOARDS, 

Made of Seasoned Poplar. 



Inches. 


CLAMPED, 

With Hard Beech 

or Oak Ends. 

a. 


LOOSE PANEL, 

With Hard Beech 

Frames. 

». d. 


4to. Royal ... 10 J 


by 8 each 


1 


2 


4to. Imperial ... 13 


>, 9i „ 


1 2 


2 3 


4to. Colombier ... 15 


., 11 „ 


1 6 


3 


4 Royal 17 


., 104 „ 


1 8 


3 9 


i Imperial ... 19 


„ 134 » 


2 2 


4 6 


4 Imperial, full size 22 


» 16 „ 


2 9 


5 3 


Medium 20 


., 154 „ 


2 6 


5 


Royal 22 


,, 17 „ 


3 


6 9 


i Double Elephant 24 


„ 19 „ 


3 6 


7 6 


Imperial 28 


., 19 ,, 


3 9 


8 3 


Imperial, full size 30 


» 21 ,, 


4 6 


__ 


Double Elephant... 38 


» 24 „ 


7 6 


— 
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LIGHT FOLDING SKETCHING 

EASEL. 

(Inexpensive and Portable,) 




The vpeight of the above Easel is under 2 lbs., its height in use is 
4 feet 2 inches, and when folded for travelling 2 feet 2 inches; it is 
strong, firm, and simple in construction. 

Price 5«. each. 



40 WINSOB 8r NEWTON, LIMITEJ). 



SUNDRIES. 

Aluminium in Shells, Saucers, and Cakes. 
British Birds, Studies of, by Miss West, in Chromo- 
Lithography, set of twelve, in_ wrapper, 12s. 

Bronzes in Powder, of all shades. 

Burnishers, Agate, various shapes, 2s. each, 

China Palettes, and China Sundries for Artists' use. 

Drawing Pins, all kinds, from 4d. to Is. 6(J. per dozen. 

Etching Materials, separate and in fitted Boxes. 

Flower Studies, by Miss Kate Sadler, in Chromo-Lithography, 

set of twelve, in wrapper, 18s., with Instructions. 
Gold Shells, 4d., 6d., 9d., and Is. each. 
Gold Saucers, 9d., is. 6d., 2s., and 4s. each. 
Gold, Cakes of, 5s. 6d. each. 
Gold Paint and Preparation (Bessemer's)— in bottles, small 

size, la. 6d. ; middle size, 2s. 6d. 
Glue, Indian, in Sticks, 2d. each. 
Gum, Le Eeux'S Sweet, per bottle, with Brush, Is. 
Horn Centres, 3d. each. ^ 

Indian Inks, Finest Nankin, from Sd. to 14s. per stick. ^ 

India Bubber. 

India Bubber Pencils, id. each. 
Ink and Pencil Erasers, id. each. 

Ivories, prepared for Miniature Painting, from 8d. to 12s. each. 

Ivory Palette Knives, Tracers, Brush Bests, &c. 
Mathematical Instruments, separate or in Boxes. 
Models in Belief (Imitations of Plaster Casts in Cardboard.) 
Pens, Gillott's steel Lithographic, 2s. per card of one dozen. 
Pencils, Boxes containing six Drawing Pencils, Chalks, India 

Rubber, and Drawing Pins, Is. 
Pencils, Boxes containing six Best Hexagonal Drawing Pencils, 

for Engineers, 2s. 6d. ~ 

Portcrayons— Brass, M. and 6d. ; Albata, 8d. ; Silver-plated, 

Is. each. 

Silver Paint and Preparation (Bessemer's)— Bottles, Is. 6d. 
Silver Shells, 3d. ; Saucers, is. ; Cakes, is. each. 
Sketching Easels, Stools, Umbrellas, and Bags. 
Set Squares and Straight Edges. 

Studies for Lead Pencil, Crayon, Sepia, and Water Colour, in 
great variety. 

Stumps, Leather and Paper, various sizes. 
Tortillons, or small Paper Stumps. 

T Squares— English or French shapes,' Mahogany or Pear Wood, 
in great variety. 

Tracing Papers and Tracing Cloths, various. 

Vellum (prepared for use), cut in sizes, from 9d. to 30s. each 
Water Bottles, for Sketching, from 2s. to Is. 6d. 
Water Glasses, 8d., 9d., and is. each. 



Shzppabd & St. Johk, Printers, 6, St. Bride Street, Ludgate Circus, E.O. 



ONE SHILLING HAND-BOOKS 
With Illustrations, &c. 



ON ART. 



SENT BT POST ON SSOSIJPT OF THIBTEEN STAMPS. 



*»* In ordering it is sufficient to mention the Nvmber which is attached to ] 

each Book. ^ 



l.-HAIiP-HOTTB iECT0BES ON DBAW- 
ING AND PAIHTIlf3. 



a.-THE ABT OP SKBTOHINQ FROM 
NATUBE. 



3.— THE ART OP LANDSCAPE PA'NTINO 
IN WATEB-COLOUBS. 



i.-SYSTEM OP WATEB-OOIiOTTR PAINT- 
ING-. 



6.-THE ABT OP MAEINE PAINTING 
IN WATEB-COLOUBS. 

e.-HINrS POE SKETCHING IN WATEB 
COLOUBS PBOM NATTTBE. 

7.-THB ABT OP POBTBAIT PAINTING 
IN WATEB-OOLOUBS. 

8.-THEAaTOP MINIATXTBE PAINTING. 

9.-THB ABT OP PLOWUB PAINTING. 

10.-THE ABT OP IiANDSCAP IS PAINTING 
IN OIIi-COIiOUBS. 

ll.-THB ABT OP POBTBAIT PAINTING 
IN OIIi-OOIjOUBS. 

12.— THE ABT OP MABINE PAINTING IN 
Olti-COIiOirBS. 

I8.-THE BIiBlIENTS OP PERSPECTIVE. 

14.-THE ABT OP BOTANaOAIi DBAWING. 

It.-A. MANUAL OP ILLimiNATION. 

le.-A COMPANION TO MANUAL OP 
ILLUMINATION. 

17.— THE ABT OP PIOUBE DBAWING. 

18.-AN ABTI3TIC TBEATISE ON THE 
HUMAN PIGUBB. 

19.-ARTISTIC ANATOMY OP THE 
HUMAN PIGUEE. 

aO.-ARTISTIC ANATOMY OP THE DOG 
AND DEER. 



No. 
al.-THE AETISTIC ANATOMY OP THE 
HOBSE. 

aa.-THE ARTISTIC ANATOMY OP 
CATTLE AND SHEEP. 

a3.-TKE ABT OP PAINTING AND DBAW 
INQ IN COLOUEED CRAYONS. 

34.— THE ABT OP MUEAL DBQpRATION. 

ao.— TEANSPABBNOY PAINTING ON 

LINEN. 

ae.-THE ABT OP TBANSPABENT PAINT- 
ING ON GLASS. 

27.-THE PBINCIPLES OP COLOUBING 
IN PAINTING 

as.— TEE PRINCIPLES OP POBM IN 
OBNAMENTAL ABT. 

ae.-THE ABT OP WOOD ENGBAVINq|i 

30.-INSTBUCTION8 POB CLEANING, 
BEPAIBING. LINING, AND BB- 
STOBINQ OIL PAINTINGS. 

31.-7DEAWING MODELS AND THBIB • 
USES. 

32.-0OMPABATIVE ANATOMY AS 

APPLIED TO THE PUBPOSES OP 
ARTISTS AND AMATEURS. 

33.-THE AET OP ETCHING. 

34.-THE AET OP PAINTING ON CHINA : 
W^ITH A CHAPTER ON TERRA 
COTTA PAINTING IN OIL AND 
WATEB COLOUBS. 

35.-EULES OP PEESPEOTIVE, WITH 
LETTEB OP APPEOVAL PROM 
PEOPESSOE JOHN BUSKIN, M^A. 
HON. LL.D., &c., &c. 

36.— BICTIONABY OP WATEE COLOUE 
TECHNIQUE. 

37 - PLOWEB PAINTING IN OIL- 
COLOUBS (with Coioured IllUBtrntions). 



WINSOE. & NEWTON, Limited, 38, Eathbone Place, London, W. 

SOLD BY ALL BOOKSBLLEES AND ABTISTS' OOLOUEMEN. 



SnuppiBi) & St. JoHif, Printers, 6 St. Bride Street, Londnn, B.C. 



